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Above: Pamela Green, Britain’s Queen of Glamour, phatographed by Harrison Marks. Publicity photo for Peeping Tom (1960). Opposite: Carl 
Boehm as Mark Lewis, the protagonist of Peeping Tom (top); German starlet Barbara Valentin (bottom). She was one of the dancers in distress 
in Ein Toter hing im Netz (1960). Half-title page: Mexican female vampire from El mundo de los vampiros (1961), Counter-frontisplece: Victor 
Maddern (as Carl) and Donald Wolfit (as Dr. Callistratus) in Blood of the Vampire (1958). Frontispiece: Still from Ein Toter hing im Netz. 
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Les Mans tres eres Cuisses 
Foreword by Jean-Pierre Bouyxou 


«J'abhorre les aristocrates et les aristocraties 
(de classe ou de n'importe quoi). Qu’ils. gar- 
dent leurs Bresson et leurs Cocteau. Le mer- 
veilleux cinématographique, le merveilleux 


moderne est populaire et les meilleurs exem- 
ples de films exaltants sont, depuis Méliés et 
Fantomas, les films de salles de quartiers 
populaires, les films qui, parait-il, n'ont pas 
leur place dans Uhistoire du cinéma.» 

Ado Kyrou, Le Surréalisme au cinéma 


J epoca evocata da questo libro 
resta impregnata, nei miei ricordi, 

di un odore indefinibile e persi- 

stente: quello delle sale fatiscenti dove, 
adolescente, ho scoperto come tanti tesori, 
la maggior parte dei film che sono esami~ 
nati pit avanti. Disprezzato dai cinefili, 
ignorato dai critici, vituperato dal pubblico 
borghese, il cinema dell’ orrore aveva rara- 
mente gli onori dei grandi circuiti di distri- 
buzione. Lasciati i prestigiosi schermi del 
“Francais”, del “Rio”, dell’“*Olympia” o 
del “Club” alle superproduzioni hollywoo- 
diane, alle elucubrazioni di Jean Delannoy, 
alle commedie con Femandel ¢ ai prodotti 
definiti “culturali” (Federico Fellini, Jean 
Renoir, Ingmar Bergman e¢ compagnia 
bella), i miei film preferiti u: 
cinema malfamati di seconda categoria, se 
non direttamente nelle sale di quarta visio~ 
ne, che puzzavano di disinfettante e di 
poverta. Il “Lux”, in rue Poyenne, era 
intriso di umidita. Al “Capitole”, in rue 
Judaique, si respirava un odore rancido, un 
po! opprimente, di orina e mutande spor- 
che, Il “Gallia”, in rue Sainte-Catherine, si 
voleva dare un certo tono e olezzava tre- 
mendamente di violetta. Questo succedeva 


ano nei 


a Bordeaux, ma sarebbe potuto aceadere a 
Parigi, come a Firenze, Barcellona, 
Namur, Bristol o Francoforte. 

Luride ma incantatrici, queste sale acco- 
glievano indifferentemente film di nudo ¢ 
dell’orrore. In questi luoghi ho visto 
Naked As Nature Intended e House on 
Haunted Hill, Sinderella and the Golden 
Bra e Die Nackte und der Satan, La Traite 
des blanches @ El vampire, Mom and Dad 
¢ le produzioni della Hammer, il mio pri- 
mo Max Pécas e il mio primo Riccardo 
Freda. Ho cominciato a frequentare questi 
luoghi di perdizione alla fine degli anni 
*50, marinando la scuola. Al mattino, pri- 
ma dell’orario d’apertura, andavo ad am- 
mirare i manifesti, sbirciavo le foto pub- 
blicitarie e gettayo un occhio sui “prossi- 
mamente”. Non mi stancavo mai, sognavo 
i film prima di vederli. Per tre settimane, 
sono passato ogni giorno davanti al 
“Capucins”, un cinema isolato e lontano, 
per un manifesto di The Flesh and the 
Fiends, attaccato nella penombra dell’in- 
gresso, Ero certo che si trattasse di un fim 
geniale. Avevo ragione. Quando finalmen- 
te venne proiettato, trovai moltiplicato per 
cento tutto quello che il manifesto mi ave- 
va promesso. 

Vedevo o rivedevo come minimo un film a 
pomeriggio: i posti costayano poco, e 
spesso c’era modo di scroccarne uno. Il 
fatto di non avere l’eta richiesta, quando lo 
spettacolo era vietato ai minori di diciotto 
anni, aumentava la mia soddisfatta felici 
Se il film mi piaceya lo vedevo due volte, 
tre se mi entusiamaya. Per quanto riguarda 
The Flesh and the Fiends, ma anche per 
tanti altri, sono tornato a vederlo pid gior- 
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ni di seguito. Ogni volta che un cinema di 
quarta visione o di periferia li riprogram- 
mava, tornayo a rivederli. Furono i miei 
corsi universitari, completati dalle girate ai 
luna park e perfezionati con la lettura assi- 
dua di riviste cochon. Mi ricordo bene che 
un telone dipinto serviva, succes 
te, da sfondo di taverna e da sfondo di pri- 
gione in Blood of the Vampire, che uno 
scheletro usciva tutto intero da un bagno 
d'acido in Horrors of the Black Museum 0 
che il ragno di Ein Toler hing im Net 
somigliava a una zucea irta di peduncoli a 
spirale. Ero —e ancora lo sono —affasci- 


amen- 


pte: 


nato dal Dr. Callistratus e dalle scollature 
delle ragazze palpeggiate dal suo assisten- 
te deforme, dalla gigioneria di Michael 
Gough ¢ dalla guépiére di June Cunnin- 
gham, dai denti falsi di Alex D'Arcy e 
dalle rotondita di Barbara Valentin. 

Per un decennio, senza preoccuparsi del 
buon gusto € della misura, un sottomondo 
florido e alla buona, trasgressivo e succo- 
mescold in questo modo il fantastique 
pit sfrenato con lerotismo pit’ morboso, 
Laudacia variava, ovviamente, a seconda 
dell’origine dei film e del loro grado — 
sfacciatamente dichiarato — di tentazione. 


BEB) 2 cx001 mins wromarionat 


IL SANGUE,/ VAMDIRO 


DENALD WOIFTT « BARRARA SHFILEY « VINCENT BALL « VICTOR MADDERN 


A suggestive Italian “fotobusta” for Henry Cass! Blood of the Vampire. 
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MIDI- ee 


NTA 


OT ee" TERENCE 


FISHER 


Phe 6 NF 


The “Midi-Minuit" theatre in Paris and a 
cover of Midi-Minuit Fantastique magazine. 


In quelli della Hammer, le attrici si con- 
tentavano di mostrare la gola lanciando 
grida di terrore, 0 di denudare le gambe 
per sfuggire ai canini di Dracula, Le situa- 
zioni divennero molto piii piccanti con le 
produzioni di Robert Baker & Monty 
Berman e dei loro epigoni. I film di mostri 
e di cosce erano talyolta girati in due ver- 
sioni, con le quali ci si rifaceya pid. o meno 
Vocchio. I casi del commercio fecero 
distribuire in Francia la versione casta di 
The Flesh and the Fiends e \a versione 
“svergognata” di Jack the Ripper, mentre 
Circus of Horrors circolava indifferente- 
mente nella versione “corretta”, dove le 
comparse del “tempio di Venere” indoss 
vano dei pepla, e in quella osé, dove 
mostrayano generose le loro nudita, La 
fusione si perfeziond con l’avvento del 
cinema horror italiano, e quindi con le pri- 
me opere di Jess Franco. A forza di convi- 
vere felicemente e di sostenersi a vicenda, 
il fantastico e l’erotismo si erano fusi una 
volta per tutte. 

Ovviamente, oggi ¢’é qualcosa di datato 
nei film di quel periodo (meta anni “50 - 
meta anni *60), Ma il senso di merayiglia 
che recano con sé, non per forza tributario 
di una componente nostalgica, € sempre 
pit vivo. Non c’é gore, con i suoi fiotti di 
sangue ed esplosioni di budella, né porno- 
grafia, con trombate a catena e adeguate 
sodomie. Il loro montaggio non ha niente 
in comune con i videoclip, e i loro trucchi 
sono pitt prossimi al fai-da-te di Méliés 
che alla fredda perfezione degli effetti 
digitali. Questi sono essenzialmente dei 
film d’atmosfera, dove tutto concorre a in- 
staurare un clima angoscioso e malsano, di 


Alex D'Arcy as the incredible spider-man 
from Ein Toter hing im Netz (1960), a 
“dadaist" German cult movie directed by 
Fritz Béttger (above); Ricardo Valle (as 
Morpho) carrying on Mara Lasso (as Irma) 
in Gritos en fa noche (1961), the best hor- 
ror film directed by Jess Franco (right). 


desiderio e di eccitazione, L’onirismo & 
sempre presente, come ai tempi dell’e- 
spressionismo tedesco 0 dei classici della 
Universal. Hanno il dinamismo e leffica- 
cia dei migliori film americani di serie B, 
ma la loro sensuale ¢ perversa raffinatez: 
appartiene solo a loro. Sono tutti film su 


commi: 


one, opportunisti e yenali, ma 
molti hanno anche la cifra degli autentici 
film d’autore. Altri hanno Vimpronta di 
uno studio (la Hammer), oppure di uno 
staff di produzione (Baker & Berman), 
Spesso si tratta di opere ambiziose, accu- 
rate, il cui stile elegante rasenta, per assur- 
do, la pura follia: li domina brutalmente 
un’estetica raffinata della ripugnanza, 
della sporcizia, della depravazione fisica, 
morale ¢ sociale. I film pit a basso costo 
sono da annoverare, al contrario, tra i pil 
stravaganti: Ein Toter hing im Netz pud 
essere definito a ragion veduta un film 
dadaista, mentre per diverse ragioni (a 
cominciare dall’uso della musica) Gritos 
en la noche pud essere considerato un’o- 
pera sperimentale. Rispetto al cinema 
“perbenino” che dominaya allora la produ- 
zione mondiale, la rottura fu netta, totale, 
violenta. Fu una rivoluzione, che passd 
inosservata agli addetti ai lavori ma che, 
ben presto, avrebbe sconvolto il cinema 
intero. 

Non rivedo mai senza emozionarmi gli 
adorabili seni di Pamela Green in Peeping 
Tom, né quelli, altrettanto eccitanti, di 
Dany Carrel in Les Mains d’Orlac 0 nel 
Mulino delle donne di pietra, Quaranta 
anni dopo l’uscita di Gritos en la noche, il 
bisturi del Dr. Orlof continua a trafiggermi 
la libido quando incide quel seno nudo. 

La scelta di Stefano Piselli & soggettiva, 


inevitabilmente soggettiva, poiché altri 
quindici o venti film ayrebbero potuto 
sostituire i nove da lui selezionati. 
(Giochino: a voi scegliere il decimo...) Ma 
una tale scelta, dove il cinema americano 
viene escluso deliberatamente, mi sembra 
assolutamente giudiziosa. Tiene conto solo 
di film emblematici, nella loro estrema 
diversita, per la ricchezza del soggetto. 
Cosi una parte importante della cultura 
popolare, misconosciuta e poco amata, rie- 
merge in queste pagine. 


he age evoked by this book remains 

imbued, in my memories, with an 

indefinite smell: that of the cram- 
bling movie-halls where, during my ado- 
lescence, I discovered, as if they were 
some lost treasures, most of the films 
analysed herein, Despised by moviegoers, 
ignored by the critics, reviled by middle- 
class audiences, horror cinema would 
rarely have the honor of being distributed 
by a big major studio. Leaving the presti- 
gious screens of such halls as “Frangais”, 


Yvonne Furneaux and Christopher Lee in The Mummy (1959), a Hammer Film classic. 
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“Rio”, “Olympia” or “Club” to the big 
Hollywood blockbusters, the elocutions of 
Jean Delannoy, the comedies. starring 
Fernandel and the so-called “cultural” 
products (Fellini, Renoir, Bergman & 
Co.). my favourite movies would come out 
in second-rate, ill-famed movie-halls, if 
not directly in Z-grade movie-houses 
which were so lousy that they'd stink of 
disinfectant and poverty. The “Lux”, in rue 
Poyenne, was drenched with humidity. At 
the “Capitole”, in rue Judaique, one could 


Sadism and eroticism: Victor Maddern as the detorme: 
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smell a rancid stench, a trifle oppressive, 
of urine and dirty underpants, The 
“Gallia”, in rue Sainte-Catherine, in order 
to give itself airs, would terribly stink of 
sweet violet fragrance. This happened in 
Bordeaux, but it might as well have been 
Paris, Florence, Barcelona, Namur, Bristol 
or Frankfurt. Dirty, yet bewitching, these 
movie-houses would show nude and hor- 
ror movies alike. In those places I have 
seen such films as Naked As Nature 
Intended and House on Haunted Hill, 


d 


Carl in Blood of the Vampire. 


You've seen her in Films 
You've seen her on T.¥ 

You've read about her in the Papers 

THE MOST SIZZLING PERSONALITY GIRL OF THE YEAR 


VANDA HUDSO 


Now se dhs magnificenCoctnentalDeauty in wenderfl colour 
‘= plotogsphed 8) 


HARRISON MARKS on 
FPAMAR COLOUR SLIDES 
Send toduy forthe VANDA. HUDSON SEIRIES 
1 Slides priced 21 
PAMAR PRODUCTIONS 11D, 
4 Gerurd Street, London, W.t 


The gorgeous Vanda Hudson in a grand- 
guignolesque scene from Sidney Hayers’ 
Circus of Horrors (1960); ad page from 
Harrison Marks’ Kamera magazine. 


Sinderella and the Golden Bra and The 
Head, La Traite des Blanches and El 
Vanpiro, Mom and Dad and the Hammer 
productions, my first Max Pécas and 
Riccardo Freda. 1 had begun to frequent 
these ill-famed places by the end of the 
“50s, while playing truant. In the morning, 
before business hours, I’d go watching the 
posters, I'd glimpse at the promotional 
photos, eyeing the “coming soons”. I'd 
never tire, I'd dream about those movies 
even before going to see them. I remember 
passing every day, in the space of three 
weeks, before the “Capucins”, an isolated 
and far-off theatre, for the pleasure of 
catching a glimpse (while twisting my 
neck through the grating!) of a poster of 
The Flesh and the Fiends, hanging in the 
shadow of the entrance, I was sure it was a 
genial movie. I was ultimately right. As a 
matter of fact, I found out the film was 
even a hundred times better than the poster 
promised, when it was finally screened. 

I'd see, or see again, a movie each after- 
noon (at least!): the price for the tickets 
was cheap and I'd often manage to get one 
for free. The fact of not being old enough, 
when a determinate movie was rated 18, 
would increase my happiness and satisfac- 
tion. If I liked the movie I'd see it two 
times, even three if I'd find it “enraptur- 
ing” enough. As far as The Flesh and the 
Fiends is concerned, yet even on another 
few occasions, I went back to see it for 
several days in a row. Every time an ill- 
famed movie-hall would re-program those 
films, I'd inevitably go to see them over 


Surrealistic, fascinating vampires in El mundo de los vampiros, a delirious Mexican horror movie directed by Alfonso Corona Blake. 


and over again. Those were my College 
Lessons, completed by several trips at the 
carnival and perfected with the readings of 


countless men's magazines. I remember 
quite clearly that the same painted back- 
ground would “embellish” two scenes: one 
taking place in an inn, the other taki 


place in a prison, the movie in question 


was Blood of the Vampire, that an unmelt- 
ed skeleton would come out of a vat full of 
acid in Horrors of the Black Museum or 
that the spider of Horrors of Spider Island, 
a.k.a, it's Hot in Paradise, looked more 
like a pumpkin full of spiralling stalks 
than an actual “monster”. I wa 
am — fascinated by Dr, Callistratus 
the cleavages of the girls his misshapen 
assistant would lustfully touch, by 
Michael Gough’s ham-acting and June 
Cunningham’s corset, by the false teeth of 
Alex D’Arey and Barbara Valentin’s cur- 
vaceaus body. 

For a whole decade, without worrying 
about measure and good taste, a thrivin 
and honest, transgressive and spicy under- 
world of sorts, would combine the most 
audaceous type of farastique with the 
most morbid brand of eroticism. This 
“boldness” would naturally diversify 
according to the films’ origin and their 
degree — made insolently evident — of 
temptation, In the Hammer-produced 
movies, the actresses would either content 
themselves with showing their naked 
throat while screaming in terror or uncoy- 
ering their legs in the process of escaping 


Dracula’s fangs. The situations became a 
lot more “spicy” with the productions of 
Robert Baker & Monty Berman and their 
imitators. This “monster and thighs” 
movies would often be filmed in two alter- 


HALLUCINANT 
ANGOISSANT 
TERRIFIANT 


Misesen Si 


FERNANDO MENDEZ 


“Pavé de presse” by René Brantonne. 


native versions, which were, more or less, 
a feast for our own eyes. 
By a quirk of fate (and show-business 
alike) France saw the distribution of the 
“prude” version of The Flesh and the 
Fiends and the nude edition of Jack the 
Ripper, while Circus of Horrors would be 
indifferently showcased both in its “expur- 
gate ion, where the female extras in 
the Temple of Beauty wear pepla, and in 
the “audaceous” one, where they show 
their curvaceous naked bodies. This fusion 
of sorts perfected itself with the advent of 
Italian horror movies and, therefore, with 
the first works of Jess Franco. By dint of 
coexisting side by side and helping each 
other, fantastique and eroticism would 
ultimately end up by becoming a single 
i i nowadays those movies 
may seem old-fashioned, since they were 
produced from the mid-fifties to the mid- 
sixties. However, the sense of wonder they 
carry along, not necessarily deriving 
directly from a purely nostalgic compo- 
nent, is more and more alive. There's no 
gore here, with its blood shed in streams 
and its exploding guts, nor is there any 
pornographic element, with repetitious 
fuckings and adequate sodomies. Their 
editing has nothing in common with 
videoclips, their special effects are more 
akin to Méliés’ do-it-yourself style than 
the cold perfection of CGI. These ones are 
essentially stylish movies, where all the 


elements combine to create a disturbi 
and distre: 


sing atmosphere, full of desire 
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METROPOLITAN FILM paints 


JACK, DE VROUWENSLAGHTER 


Sadism a la Baker & Berman: Belgian poster for Jack the Ripper (1959). 


and excitement 

Oneirism is ever-present, as it was in the 
times of German Expressionism and the 
classics of the Uniyersal Studios. They 
sport the dynamics and the effectiveness 
of the best American B-moyies, but they 
also show a sensual and perfect refinement 
of their own. They are all movies made to 
order, mercenary and opportunist, howev 
er most of them also carry the unmistak- 
able trademark of their authors. Other 
reflect the style of a particular company 
(Hammer Film) or production staff (Baker 
& Berman). These are often ambitious 


aoe EEROSLEYA: CARLOS NAVARRO: 


works, masterfully executed whose ele- 
gant style borders absurdly on sheer mad: 
ness: they are brutally characterized by a 
refined aestheticism of disgust, by filth, by 
a physical, moral and social depravation. 
On the contrary, those films which were 
produced on a shoe-stringed budget can be 
counted among the most extravagant 
examples of this type of cinema: [t's Hot in 
Paradise can be rightfully defined as a 
Dadaist movie, while for several different 
reasons (starting with the use of the music 
score) The Awyiul Dr: Orlof can be consid- 
ered an experimental movie. In compa- 


Original Mexican lobby card for Chano Urueta’s E/ monstruo resucitado (1954). 
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KAMERA™" 


Harrison Marks’ erotic magazine, 1959 


rison with the “clean” films which domi- 
nated the market at the time, these films 
were a total, violent departure. It was a 
revolution of sorts, one which was ignored 
by many critics, destined, however, to turn 
the world of cinema upside-down. 

I can’t help but feel, a certain emotion 
every time I watch, again and a 
lovely breasts of Pamela Green, in 
Peeping Tom, or the equally exciting ones 
of Dany Carrel, featured in Hands of 
Orlac and Mill of the Stone Women. Forty 
years after the first release of The Awful 
Dr. Orlof, the bistouri of the eponymous 
character still continues to pierce through 
my own libido every time it cuts open 
those naked breasts. Stefano Piselli's 


, the 


choice is a personal one, inevitably so, 
since other fifteen or twenty moyies could 
have easily replaced the nine he has select 
ed, (Triva dept.: would you like to choose 
a tenth one?). However, such a choice, 
where American moyies are deliberately 
set aside, seems to me absolutely wise. It 
only considers a set of emblematic and dif- 
ferent movies, as regards to the subject- 
matter of their story. Thus a very impor- 
tant, and neglected part of popular culture 
lives again in the pages of this book. 


§ <poque évoquée par ce livre reste 
imprégnée, dans mon souvenir, 
d'une odeur indéfinissable et 

tenace : celle des salles miteuses ol, ado- 
lescent, j'ai découvert, comme autant de 
tésors, Ja plupart des films dont il est 
question ci-aprés. Méprisé par les ciné- 
philes, ignoré par les critiques, honni par 
le public bourgeois, le cinéma d*horreur 


A NIGHT OF FRIGHT! 


TERROR FILLS THE SCREEN IN TWO EPICS OF HORROR 


THE 
HORRIBUE Di HICHCOCK 


| RECOMMENDED TO THOSE WHO HAVE A TASTE FOR BLOODS | 


‘coffin 
* named 


“~~ DESIRE! 


FLEMYNG TECHNICOLOR’ 
RRES WATE 


Typical publicity stuff celebrating a bunch of shocking horror movies of the early 1960s from Mexico, Germany and the United States. 


avait rarement les honneurs des grands cit- 
cuits d°exclusivité. Abandonnant les pres- 
tigieux écrans du Frangais, du Rio, de 
VOlympia ou du Club aux superprodue- 
tions hollywoodiennes, aux pensums de 
Jean Delannoy, aux comédies avec 
Fernandel et aux produits estampillés 
“ culturels ” (Fellini, Renoir, Bergman et 
compagnie), mes films préférés sortaient 
dans des salles de seconde zone mal 
famées, ou directement dans les cinoches 
de quartier. Ca sentait le désinfectant et la 
pauvreté, Le Lux, rue Poyenne, empestait 
la paille humide. Au Capitole, ruc 
Judaique, i flottait un arrigre-fumet rane 
un peu gerbant, de pisse et de petite culot- 
te sale. Le Gallia, rue Sainte-Catherine, se 
voulait huppé et puait le parfum aux vio- 
lettes. Cela se passait & Bordeaux mais 
aurait pu se passer A Paris comme a 
Florence, Barcelone, Namur, Bristol ou 
Francfort. 

Pouilleuses et enchanteresses, ces salles 
accueillaient indifféremment films de cul 
et films d'horreur. J'ai yu dans les mémes 


endroits Naked Ay Nature Intended et 
House on Haunted Hill, Sinderella and the 
Golden Bra et Die Nackte und der Satan, 
La Traite des blanches et El Vampiro, 
Mom and Dad et les productions Hammer, 
mon premier Max Pécas et mon premier 
Riccardo Freda, J'avais commencé a fré- 
quenter ces lieux de perdition & la fin des 
années cinquante, en faisant I’école buis- 
sonniére, Le matin, avant les heures d’ou- 
yerture, j'allais admirer les affiches, relu- 
quer les photos publicitaires et jeter un 
coup d'ceil sur l'annonce des prochains 
programmes. Je ne m’en lassais pas, 
révant les films avant de les contempler. 
Pendant trois semaines, je suis passé 
chaque jour devant les Capucins, un ciné- 
ma isol€ et lointain, pour le plaisir d’ entre- 
voir, en me tordant le cou a travers les 
grilles, une affiche de The Flesh and the 
Fiends placardée dans l’ombre du hall. 
J'étais sir qu’il s’agissait d’un film génial. 
Favais raison. I'y ai wouvé au centuple, 
lorsqu’il a enfin été projeté, tout ce que 
m’ayait promis I"affiche. 


Je voyais ou revoyais au minimum un film 
par aprés-midi : les places étaient bon mar- 
ché, et il y avait souvent moyen de res- 
quiller. Le fait de ne pas avoir Age requis, 
lorsque le spectacle était interdit aux 
moins de dix-huit ans, augmentait mon 
bonheur. Je restais 4 deux séances si le 
film me plaisait, a trois s’il m’enthousias- 
mait. Pour The Flesh and the Fiends, mais 
aussi pour une bonne quantité d'autres, je 
suis revenu plusieurs jours de suite 
Chaque fois qu'un cinéma de quartier ou 
de banlieue les reprenait 
revoir, Ce furent mes universités 4 moi, 
complétées par des virées dans les fétes 
foraines et parachevées par la lecture assi- 
due de magazines cochons. Je me fichais 
bien qu'une toile peinte serve successive- 
ment de décor de tayerne et de décor de 
prison dans Blood of the Vampire, qu'un 
squelette sorte tout assemblé d'un bain 
d'acide dans Horrors of the Black Museum 
ou que Paraignée de Toter hing im 
Netz ressemble a une citrouille héri 


je retournais les 


ressorts. J’étais — et je suis toujours — 
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Bizarre sinema of the early 1960s: Norma Marla as an exotic dancer in Terence Fisher's The Two Faces of Dr. Jekyil (1960) and a scene from 
the foreign edition of L'ultima preda del vampiro (1961), a curious sexy “horror alfitaliana” directed by Piero Regnoli 


fasciné par le Dr. Callistratus et par les 
filles 4 demi dépoitraillées que malméne 
son assistant bossu, par le cabotinage de 
Michael Gough et par la guépitre de June 
Cunningham, par les fausses dents d’ Alex 
d’Arcy et par les rondeurs de Barbara 


Valentin. 

Une décennie durant, sans souci de bon 
goat ni de mesure, tout un sous-genre 
informel et foisonnant, transgresseur et 
jouissif, méla ainsi le fantastique le plus 
débridé 2 1’érotisme le plus affolant. 


Still from the foreign edition of John Gilling's The Flesh and the Fiends (1960). 
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L’audace variait, bien sdr, selon l’origine 
des films et leur degré — insolemment 
assumé — de racolage. Dans ceux de la 
Hammer, les starlettes se contentaient 
d'exhiber leur gorge en poussant des cris 
deffroi, ou de dénuder leurs gambettes en 
se pdmant sous la canine de Dracula. Les 
choses s"épicérent considérablement avec 
les productions de Robert Baker et Monty 
Berman et de leurs épigones. Les films de 
monstres et de cuisses étaient parfois tour- 
nés en deux yersions, ot l'on se ringait 
plus ou moins l'oeil, Les hasards du com- 
merce firent distribuer en France la ver- 
sion chaste de The Flesh and the Fiends et 
la version dévergondée de Jack the Ripper, 
tandis que Circus of Horrors circulait 
indifféremment en version sage, ot les 
figurantes du “Temple de Vénus” portaient 
des maillots de bain, et en version osée, ot 
elles moniraient leurs roploplos. Tout se 
corsa encore avec l’avénement du cinéma 
d'épouvante italien, puis avec les pre- 
miéres réalisations de Jess Franco, A force 
de faire bon ménage et de s’épauler 
mutuellement, fantastique et érotisme 
fusionnaient pour de bon 

Il y a aujourd’hui, certes, quelque chose de 
daté dans les films de cette période (gros- 
so modo du milieu des années cinquante 
au milieu des années soixante). Mais 
l'émerveillement qu’ils apportent, pas for- 
cément tributaire d’une queleonque nos- 
talgic, n’en est que plus vif, Ils ne relevent 


ni du gore, avec geysers de sung et explo- 
sions de tripaille, ni de la pornographie, 
avec turlutes a la chaine et enculades adé- 
quates. Leur montage ne les apparente pas 
A des clips vidéo, et leurs trucages s 
plus proches des bricolages de Mélis que 
de la froide perfection des effets digitaux. 
Ce sont essentiellement des films d’atmo- 
sphére, ot tout concourt a instaurer un cli- 
mat d’angoisse et de malaise, de désir et 
excitation. Lonirisme y est sans cesse 
présent, comme au temps de I’expression- 
nisme allemand ou des classiques de 
T'Universal. Ils ont le dynamisme et I’ effi- 
cacité des meilleurs films américains de 
série B, mais leur sensuelle sophistication 
morbide n’appartient qu’A eux. Tous sont 
des films de commande, opportunistes et 
vénaux, mais beaucoup sont pourtant 
d'authentiques films d’auteur. D'autres 
portent l'empreinte d'un studio (Hammer), 
d'une équipe de production (Robert Baker 
et Monty Berman). Ce sont fréquemment 
des ceuvres ambitieuses. soignées, dont le 
style élégant rehausse, par contraste, |’ in- 
croyable dinguerie : il s"y instaure brutale- 
ment une esthétique raffinée de la laideur, 
de la crasse, de la dépravation physique, 
morale et sociale. Les films les moins cos- 
sus comptent, par ailleurs, parmi les plus 
décoiffams: Ein Toter hing im Netz a pu 
€tre qualifié & bon escient de film dadaiste 
et, par bien des aspects (4 commencer par 


son utilisation de la musique), Gritos en la 
noche est un film expérimental. Dans le 
cadre du cinéma propret qui domine alors 
Ja production mondiale, la rupture est 
nette, totale, violente. C’est une révolu- 


Buxomy Barbara Valentin. 


Horror movies & glamorous female underwear: Vanda Hudson as 
circus performer Magda in Circus of Horrors and Pamela Green as 
model Milly with Carl Boehm as photographer Mark in Peeping Tom, 


tion, qui passe inapercue des édiles mais 
qui, bientét, chamboulera le cinéma tout 
entier. 

Je ne revois jamais sans émotion les ado- 
tables seins de Pamela Green dans Peep- 
ing Tom, ni ceux, tout aussi godants, de 
Dany Carrel dans Les Muins d’Orlac ou 
Le Moulin des supplices. Quarante ans 
aprés la sortie de Gritos en la noche, le 
scalpel du Dr. Orlof continue de me trans- 
percer la lidido quand il incise une poitri- 
ne nue. Le choix de Stefano Piselli est sub- 
jectif, forcément subjectif, puisque quinze 
ou vingt autres films auraient pu se substi- 
tuer aux neuf qu’il a retenus. (Petit jeu : & 
yous de décider quel pourrait étre le dixié- 
me...) Mais pareil choix, d’ou le cinéma 
américain est délibérément exclu, me 
parait tout & fait judicicux. II ne comporte 
que des films emblématiques, dans leur 
extréme diversité, de la richesse du sujet. 
‘Tout un pan important de la culture popu- 
laire, mal connu et mal aimé, ressuscite 
ainsi dans ces pages. 


QD pane fratees Boron 


Paris, juin 2002 
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For Barbara “Babs” Valentin 
1940-2002 
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About the contributors. 


Carlos Aguilar (Madrid, 1958) 

Cresce con la passione per il cinema, in special modo 
per horror e il westem, subendo if fascino di 
Christopher Lee ¢ Klaus Kinski, ma anche il richia- 
mo sessuale di Marisa Mell e Soledad Miranda. Allo 
0 tempo, divora libri, soprattutto di genere fanta- 
jque (con una predilezione per Edgar A, Poe, H.P: 
Lovecrafi e Jean Ray) e fumetti. Mentre frequenta 
1'Universit’ comincia a srivere per le fanzine, e nel 
1980 crea la prima pubblicazione amatoriale spagno- 
|a specializzata nel cinema fantastico, Morpho, della 
‘quale escono quattro numeri. Praticamente autodidat- 
{a, debutta come professionista nel 1982, ¢ da allora 
sidedicaa diverse attivita, soprattutto a quetla di sto- 
rico, avendo dato alle stampe cirea 25 libri in qualche 
modo collegati al cinema, se si sommano le opere 
individuali con quelle collettive, Tra i volumi indivi- 
duali sono da segnalare Ia Guia det Video-Cine 
(Catedra, dal 1986), un dizionario filmografico spa- 
gnolo la cui ultima edizione contiene 22.000 titoli, e 
Jess Franco. El sexo del horror Glittering Images, 
1999), Tra i libri collettivi, Del giallo al gore: Cine 
fantastico y de terror italiano (Donostia Kultura, 
1997), Jch, Kinski (Deutsches Filmmuseum, 2001) € 
Cine famasiica y de terror japones (Donostia 
Kultura, 2001). Collabora » diverse riviste speciali- 
stiche come Cuadernos de la Academia Nosferatu. 
Ha scritto inoltre il saggio El libro de Saian (Temas 
de Hoy, 1999), curato in collaborazione con Prank G. 
Rubio, e tre romanzi> due polizieschi (La interferen- 
cia, Versal, 1990; Simbiosis, Grupo Libro, 1994) e un 
terzo ambientato nel mondo del cinema (Coprodue- 
cion, Valdemar, 1999), 

Recentemente & stato redattore dell"ambizioso pro- 
gramma televisivo Erase una vez en Europa, dedica- 
to al cinema di genere europeo dagli anni “50 ai *70. 
I suci pittori preferiti sono Goya e El Boseo, mentre 
ls pellicola che ama di pi & il mediometraggio Toby 
Dammit di Federico Fellini. Tra i registi scomparsi, i 
suo} prediletti sono Orson Welles, John Ford, Max 
Ophiils e Luis Bufiuel; tra quelli vivi e vegeti, am 
ra specialmente John Carpenter, Aki Kaurismaki ¢ 
Jim Jarmusch, Per quanto riguarda la musica, & un 
‘uppassionato di jazz © bossa nova, con un debole 
rispettivamente per Chet Baker ¢ Joao Gilberto. Dalla 
metd degli anni ‘80 ha azgiunto alle sue passioni la 
gastronomia © i Viaggi, ama alla follia gli abiti di 
pelle, detesta la politica e to infastidisee il femmi 
smo, Ha ricevuto due premi, uno in Spagna per il 
dizionario Las estrellas de nuestro cine (Alianza 
Editorial, 1996), che presenta te bi-flinografie di 
ben S00 attori spagnoli, e Maltro in Italia per i suoi 
due libri su Sergio Leone (Sergio Leone, Catedra, 
1990; Sergio Leone. El hombre, el rito, la muerte, 
Diputacion de Almeria, 2000). 


Christophe Bier (Dax, 26 aviit 1966) 

Avant tout comédien de théatre et de cinéma, il est 
pendant six ans I"assistant et directeur de casting de 
Jean-Pierre Mocky (de Ville a yendre & Robin des 
mers) mais tourne aussi pour les vidéastes N.G. 
Mount [Norbert Moutier] (Ole principal dans Le 
Syndrome d'Edgar Poe), Donald Farmer (The Erotic 
Vampire of Paris) et Bill Hellfire (The International 
Necktie Strangler). En auto-édition, i! écrit Les Nains 
uu cinéma (1998), eo-Gerit Cinéma Culte Européen: 
Eurociné (1999), publie André Héléna - Les vecrets 
d'un aweur de romans noirs (2000) et rédjge plu- 
sieurs dossiers pour Monster Bis, Ciné-Zine-Zone et 
Desiroy Monsters, L'Esprit Frappeur édite en 2000 
son essai sur ta loi X concernant Je cinéma pomo, 
Censure-moi, histotre du classement X en France. En 
projet: Monsters by Mail (recueil de cartes postales 
de “freaks") et un dictionnaire evhaustif (1) du einé- 
ma érotique et pornographique frangais en 35 mm 
comporiant génériques complets, résumés et notules 
critiques ! Avis aux éditeurs malins... 


Outre Ein Toter hing im Netz et Barbara Valentin, ses 
illustrateurs, musicien teurs, films et 
livres preférés sont (en rac}: Gaston Leroux, The 
Unknown de Tod Browning, Clovis Trouille, Claude: 
Ferny, Lola Montes de Max Ophiils, Bélinsky, Gilles 
Berquet, Michael Dunn, Anion Tehekhov, Reggie 
Nalder, Alan Mac Clyde, Joe Coleman, Island of Lost 
Souls d’ Erle C. Kenton, John Willie, Alphonse Allai 
Jean-Pierre Mocky, Jean Guidoni, Eugene lonesco, 
Circus of Horrors de Sidney Hayers, Erik Satie, Le 
Droit a la paresse de Paul Lafargue, Leone Frollo, 
Billy Wilder, Jean-Claude Remoleux, Lio, Faster, 
Pussycat! Kill! Kill! de Russ Meyer, Alex Pinon, 1 
Surpasso de Dino Risi, Jo Privat, Otto Dix, Daniel 
Emilfork, Jean David, Angelo Rossitto, Frans 
Masereel, Clifton Chenier, John George, Mirka 
Lugosi, José Maria de Hérédia, Carlo, Dementia de 
John Parker, Lorenzo Lepori, Ingmar Bergman, Eric 


Stanton, Satumin Fabre. . 


Jean-Pierre Bouyxou (Bordeaux, 16 janvier 1946) 
Premiers articles en 1964, dans des fanzines 
(Mercury, Lunatique, ete.). A participé i des happe- 
nings, & des expositions de peinture, 4 des pices de 
théatre. 

Principales collaborations... 

Revues: Atlanta, Mirir du fantastique. Ciné-Revie, 
Continental Film Review, Actuel, Europe, Vampirella 
Gdition francaise, Sex Stars System, L'Organe, 
Curivsa, Show Bzzz, Zoom, Cinefantastic, Metal 
Hurlant, L’Echo des Savanes, Penthouse, Lui, 
Newlook, Hara-Kiri, Yéti, La Revue du Cinéma, 
Vertigo, Paris-Match; rédacteur en chet de 
Fascination (1978-1986). 

Radio: “Apportex-nous des oranges” (RTBF, 1973- 
74), “Nuits de Chine” (France Inter, 1991-92), 
“Mauvals Genres” (France Culture, depuis 2000). 
‘Télévision: présentation de films sur la chaine Ciné 
Classi 

Principaux livres: 65 ans de science-fiction au ciné= 
ma {avec Roland Lethem; GECF, 1968), Franken- 
stein (Premier Plan, 1969), La Seience-Fiction au 
éma (UGE, collection 10/18, 1971), Femmes 
légeres et chansons grivoises (Aspic, 1972), Le 
Couple aux mille perversions (Editions du Pas, 
1973), Ode & attentat patissier (sous le nom de 
Georges Le Gloupier; Deleatur, 1984 et 1995; Club 
des Ronchons, 1986), L’Aventure hippie (avec Pierre 
Delannoy; Plon, 1992; Editions du Lézard, 1995 et 
2000), A pmpas de Pierre Molinier (avec Pierre 
Bourgeade et Noi Simsolo: Variable-A lenseigne 
des Oudin, 1999) et une quinzaine de romans éro- 
tiques (1979-1982) sous divers pseudonymes (Cliu- 
de Razat, Krome Fandor, Georges Le Gloupier, 
Georges de Lorzac, Elisabeth Bathory, Philaretre de 
Bois Madame) 

Principales contributions & des ouvrages collectifs: 
La Grande encyclopédie de la sealité (Edilec, 
1980-81), Une Encyclopédie des cinémas de Bet- 
gique (Yellow Now-Musée d’ Art moderne de la Ville 
de Paris, 1990), Une Encyclopédie du nu au cinéma 
(Yellow Now, 1994), Jeune, dure et pure! Une histoi- 
re du cinéma d’avant-garde et expérimental en 
France (Cinémathéque francaise-Mazzotta, 2001), 
Jack Arnold, l’étrange créateur (Yellow Now, 2001), 
Participation (acieur, scénariste, assistant réalisateur, 
te.) & une quarantaine de films (de Philipe Rordier, 
Etienne O’Leary, Roland Lethem, Jess Franco, Jean 
Rollin, Michel Barny, etc.), Réalisation de quatre 
courts métrages expérimentaux (L'Anarchie, 1967; 
Satan bouche un coin, 1967-68 [interprété par Pierre 
Molinier]; Graphyty, 1968-69; Sorte: vos culs de ma 
commode, 1972) et de deux longs métrages pomo- 
graphiques classés X (Amours collectives, 1976; 
Entrez. vite... vite, je mouille!, 1978), 

Plusieurs passions: le fantastique et [*érotisme, bien 
sOr, mais aussi le surréalisme, les vieux romans popu- 
laires, Je jazz, opéra, la chanson 1900, te cinéma 
underground, la bande dessinée et beaucoup d’autre 
choses encore: j'ai éorit sur la littérature, sur la pein 
ture et sur la musique presque autant que surle cing 


ma. Jaime Terence Fisher et Emilio Salgari, 
Emst et Veronica Carlson, Tod Browning et Victor 
Hugo, Terry Riley et André Franquin, Clovis Trouille 
e William Burroughs, Erol Flynn et Jacques 
Spacagna, Le Cabinet du Dr. Caligari et Peter 
Ibbetson, Emile Couzinet et les Trois Stooges, Abbott 
& Costello et Carol Borland, William Bouguereau et 
Gustave Moreau, les tragédies de Crébillon pare et 
les refrains d’Ouvrard fils, Jean Lorrain et William 
Witney, Fantomas et Ravachol, Pasquale Festa 
‘Campanile et Theda Bara, John Cage et Giacomo 
Meyerbeer, Damia et Ronsard, Lautréamont et Laurel 
& Hardy, King Kong et les films musicaux indiens, 
Raoul Vaneigem et Peter Cushing, Jack I'éventreur et 
Mandrake Je magicien, le cirque et le hasehisch, 
Joyce Mansour et les films mexicains de Bufuel, 
‘Merce Cunningham et José Bénazéraf, Ed Wood et 
Hans Beller, Barbara Valentin ct les catchours mas- 
‘qués de la fin des années *50, Claude Ferny et Gene 
Kelly, David W. Griffith et Georges Méliés, Marlene 
Dietrich et Les Dew Orphelines, Ruggero Leon- 
cavallo et Antonio Leonviola, André Breton et les 
Beatles, Bela Lugosi et Joséphine Péladan, Félicien 
‘Champsaur et Joseph L. Mankiewicz, André Masson 
et Bram Stoker, Sade et Pinocchio, Franco & Cic 
et Jean-Pierre Lajournade, Pierre Corneille et Chartie 
Mingus, Wolfgang Amadeus Mozart et Alfred 
Machin, Jes derniers livres de Guy Debord et les pre- 
riers films de Michael Winner, Marilyn Chambers et 
Albect Ayler, Arthur Bernéde et Charles Laughton... 


Antonio Bruschini (Firenze, 1956) 

Appassionato “divoratore” e collezionista di film di 
genere, ha scritto numerosi saggi e articoli pubblica- 
ii sia su riviste specializeate (Noentmo, Amarcord) 
che in volume. 

‘Tra i libri, si ricordano Profonde tenebre - Il cinema 
thrilling italiano, 1962-1982 (Granata Press, 1992), 
Mondi incredibili ~ Cinema fantastico-avventuroso 
italiano (Granata Press, 1994), Bizarre Sinema! 
Horror all’italiana, 1957-1979 (Glitering Images, 
1996), Citta violente - 11 cinema poliziesco italiano 
(Tarab, 1998), Western all'italianas The Specialists © 
Western all’italiana: The Wild, the Sadist and the 
Outsiders (Glittering Images, 1998 e 2001). 

1 “suoi” registi e i “suoi” film: Dario Argento 
Profondo rosso, Mario Bava e J tre valti della paura, 
Sergio Leone e 1! buono, il brutto e il cattivo, Sergio 
Corbucci e Django, Giulio Questi e Se sei vive spara, 
Pupi Avati e La casa dalle finestre che ridono, Lucio 
Fulci e Non si sevizia un paperino, Roger Corman e 
1 racconti del terrore (specialmente |'episodio di 
Valdemar), David Lynch e Blue Velvet... 

Le sue letture: Edgar Wallace, Edgar Allan Poe, 
Howard Phillips Lovecraft, Giorgio Scerbanenco, 
Kriminal e El Gringo, i cineromanzi italiani (soprat- 
tutto quelli della serie Malia), 

Due sue sceneggiature (e vari soggetti a carattere 
@ fantastico) attendono di essere concretizzati 
sullo schermo. 


Pierre Charles (Paris, XVIéme, 23 février 1951) 
Textes publiés notamment dans Charlie (Dargaud), 
Famiastik, Ere Comprimée ect Télé Ciné Video. 
Rédacteur en chef de Star-Ciné Vidéo (interdit!), 
Ciné Choc et un numéro de Ciné Folies. 

Editeur et réalisateur de Ciné-Zine-Zone dep juin 
1978, fanzine sur le cingma populaire et de shock. 
Editeur du Fulmar sur 1a litérature populaire (Jean 
Ray, Robert E. Howard, Henri Vernes, ete.). 

Editeur d’albums de bandes dessinées: Garth de 
Frank Bellamy, Loy Guerrilleros western de Jesus 
Blasco, L'Aigle de Rome, un peplum de Jean-Pierre 
Dionnet dessin€ par Jean-Claude Gal. 

Pour recevoir si indispensable publication, Cine- 
Zine-Zone, vous pouve?-Iui contacter 8 I'adresse sui 
vante: 16, avenue Emile Zola, F-94100 Saint-Maur 


Gérard Mangin 
11a écrit le livre illustré Afficher du cinéma fantas- 
rique (Henri Veyrier, 1990), 
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Above: The beautiful Czechosiovakia-born Miroslava Stern became a star of the 1950s’ Mexican cinema. Opposite: José Maria Linares Rivas 
as the disfigured plastic surgeon Herman Lin, a.k.a. Dr. Crimen (top); Miresalva as the screaming girl-reporter Nora (bottom). 
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( Monstruo 


esucitado 


The Sad Life of Dr. Crimen 


«t’ai vu un jour dans un studio de cinéma un a: 
on metteur en scene qui s’appelait Chano Uraeta, It 
travaillait en portant trés ostensiblement un colt d ta 
ceinure. Corie je lui demandai & quoi pouvait ser 
vir cette arme, il me répondit: — On ne sait jamais ce 
‘qui peut arrive» 

Luis Buftuel, Mon demier soupir 


alcani, 1953. Nora, una giomalista in 

cerca di un colpo sensazionale, risponde 

ad uno strano annuncio: matrimoniale 
pubblicato su un quofidiano locale: un miste- 
rioso personaggio offre una cifra considerevole 
ad una giovane bella, intelligente di buoni 
sentimenti che accetti di sotiomettersi ad una 
fantomatica prova, Conosce cos) Pinquictante 
dottor Herman Lin, un chirurgo plastico dal 
yolto orrendamente deturpato che soffre di 
gravi complessi ¢ mutre un profondo odio per il 
genere umano, Nora lo segue nel suo sinistro 
castello costruito su una scogiiera, vicino ad un 
cimitero, dove vive con il suo fedele servitore 
Micha. La casaé piena di manichini di cera raf- 
figuranti splendide donne, realizzati dal dotto- 
re, che si mostra anche un ottimo pianista © 
rivela un’insospettata sensibilita estetica. Atta- 
scinata € intrigata, Nora lo asseconda ¢ gli fa 
ritrovare il gusto di vivere. Allorché il dottore, 
innamoratosi di lei, scopre perd che il fine pri- 
mario della ragazza @ quello di uno scoop gior- 
nalistico, riemerge in lui prepotente il desiderio 
di yendetta. Lin fa rapire Nora dal giovane 
Ariel, un musicista suicida da lui resuseitato 
reso suo schiavo. La giornalista viene condotta 
nel laboratorio del dottore per essere sottoposta 
ad un intervento chirurgico con il quale il folle 
a vuole sfigurare... 


El monstruo resucitado & un'opera quanto mai 
rappresentativa, sotta molteplici aspetti, del 
cinema messicano dell’ orrore degli anni ‘50 e 
“60, Realizzato nell’ aprile 1953 e distribuito a 
partire dal gennaio 1954, questo notevole film 
(noto in Italia come I mostruoso dotor 


Crimen) precorre di qualche anno I’ayvento 
dell’et’ d’oro del cinema messicano del terrore, 
che avrebbe spiccato il volo con i due capola- 
vori di Femando Mendez, Ladri di cadaveri 
(Ladron de cadaveres) ¢ il superbo La stirpe 
dei vampiri (El vampiro), rispettivamente data- 
ti 1956 © 1957. 

Si trata di un film a basso costo, in bianco © 
nero, ma realizzato con molta inventiva. Se si 
eccettuano i mirabili paesaggi di svoglicre 


durante i titoli di testa, tutto il film @ girato nei 
famosi studi messicani Churubusco Azteca. Le 
scenografie, davvero poche, sono bellissime 
contribuiscono efficacemente a immergere lo 
spettatore in un’atmosfera coinvolgente. A 


cominciare dal sinistro castello del folle scien- 
Tiato situato sull’orlo di una scogliera. Per 
accedere all’inquietante dimora, un unico sen- 
tiero che passa nel bel mezzo di un cimitero 
altrettanto lugubre. Il sulone principale del 
castello 2 omato di statue femminili molto rea~ 
listiche evocanti quelle della Maschera di cera 
(Mystery of the Wax Musuem, 1933) di Michael 
Curtiz, il cui remake, |" House of Wax di André 
de Toth, fu realizzato nel 1953, proprio come El 
monstruo resucitado. Nella vasta cripta si trova 
poi il laboratorio frankensteiniano del dottore, 
pieno del bric-d-brac tipico delle produzioni 
Universal degli anni *30. 

Infati, come nelle altre pellicole messicane, 
influenza dei film horror americani del perio 
do d’oro & qui innegabile, Ma i messicani non 
si accontentarono di imitare le opere di James 
Whale ¢ Tod Browning: seppero, a loro modo, 
rinnovare € affrontare soggetti classici in 
f 


anier tipicamente latina. Al contrario che in 
Frankenstein, nel Mostruoso dottor Crimen & 
Jo scienziato a possedere un aspetto spavento- 
so, mentre la sua ultima creatura, Ariel, @ un 
giovane affascinante. 

Una delle scene pit deliranti e poetiche del film 
illustra mirabilmente un altro archetipo ricor 
rente del genere, il tema della Bella ¢ la Bestia: 
Veroina non esita a baciare il mostro, che in 
questo caso @ incarnato sempre dal nostro dot- 
tore. Un dottore geniale, un artista poliedrico, 
poiché rivela doti di musicista © scultore. Con 
questi presupposti, ci si chiede perché mai non 
si sia costruito una maschera umana alla manie- 
ra di quelle create da Killing o dal Fantomas 
secondo André Hunebelle. Ma non @ il caso di 
cercare un minimo di logica in questa storia 
inverosimile che yuole essere un delizioso 
incubo, D’altro canto, qui non ci sono elemen- 
Ui polizieschi (se si eccettuano le chiacchierate 
di Norma con il suo direttore), che rischiereb- 
bero di nuocere all’atmosfera malsana € oniri- 
ca, onnipresente dall'inizio alla fine. 
Personaggio bizzarro, il dottore Herman Lin 
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Original Mexican (1954) and Italian (1960) posters. The hilarious 
talian launching ad boasted: «Stronger than Frankenstein, bloodier 
than Dracula, meaner than the wolfman!» 


sembra uscire da una pulp magazine con il suo dello Shadow di Maxwell Grant, alias Walter altrettanta tranguillitA al volto mostruoso del 
yolto mascherato (grossi oechiali neri, un fou- Gibson, Questo aspetto inquietante non sembra dottore. Al posto di un trucco che avrebbe ne- 
lard sulla bocca e un cappello a larghe tese) e il pero turbare affatto la bella giornalista, che cessitato lunghe ore di lavoro, si ricorse ad una 
corpo ayvolto in un lungo mantello nero. Un segue senza timori il losco figuro nella sua maschera allo stesso tempo grottesca e spaven- 
look che ricorda inequivocabilmente quello dimora isoleta, E 1a nostra eroina si abitua con tosa, un Vero capolavoro tenuto conto dello spi- 


rito del film, Curiosamente, a incarnare il 
mostruoso dottore fu chiamato un attore famo- 
so in Messico, José Maria Linares Rivas (nato 
a Madrid nel 1904 e morto in Messico nel 
1955), che prima di morire ebbe giusto il tempo 
di partecipare al mitico Ensayo de un crimen di 
Luis Buauel 

Quanto all’ eroina, Nora é interpretata dalla bel- 
lissima Miroslava Stern, Nata a Praga il 26 feb- 
braio 1925, lascid la Cecoslovacchia per anda- 
re a vivere in Messico a pi dalla fine degli 
anni ‘30. Dopo aver yinto un concorso di bel 


lezza e seguito dei corsi d’arte drammatica a 
Los Angeles, Miroslava divenne una star del 
cinema messicano. La sua bellezza e il suo 
accento caratteristico contribuirono al suo suc~ 
ande pubblico in tutta 
V'America Latina, Protagonista di_numerose 
pellicole sentimentali e drammatiche (ricordia- 
mo fra tutte La bestia magnifica, primo film del 


cesso presso il 


nere “luchadores” diretto dallo stesso Urueta 
nel 1952, in cui Miroslava interpre 
st Moche), ha recitato in un solo film dell” or- 


rore. Nel 1955, satebbe stata, prima, la prota- 
DR CR, MEN gonista del celebre Estasi di un delitta (Ensayo 

F if / de un crimen) di Bufuel e, suecessivamente, la 
partner di Joel McCrea nel westem di Jacques 
Dr. Crimen resurrecting the suicidal musician Ariel in his laboratory. Italian “fotobusta”. Tourneur I! paradiso dei fuorilegge (Stranger 
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Original Mexican posters for two delirious horror movies directed by Chano Urueta: E/ aspejo de la bruja (1960) and EI baron del terror (1961) 


on Horseback), 

Proprio nel momento in cui la sua carriera stava 
prendendo nuovo slancio, Miroslava si suicidd, 
a seguito di una delusione amorosa, Era il 10 
marzo 1955; aveya solo trent’anni, Ironia della 
sorte, il suo corpo fu cremato mentre aveva 
tuogo l'anteprima messicana del film di Bunuel 
(dove, 
bruciato un manichino di cera con Vefligie di 
Miroslav), Nel 1993 Alejandro Pelayo le ha 
consacrato un film ispano-messicano intitolato 
semplicemente Miroslava, con Arielle Dom- 
basle nel ruolo di questa attrice dal tr 
destino, 

La storia di El monstruo resucitado si deve 
all’italiano Dino (0 Arduino) Maiuri (nato a 
Frosinone nel 1916), giornalista, direttore di 
vari giornali e so; atore di film 
italiani come Toto le Mokd (1949) © Napoli 
milionaria (1950). Sposa 
Irasema Dilian (interprete, tra |'altro, nel 1953, 
del dramma buftuelizno Cime tempestose), si 
trasferi in Messico, dove visse per tutti gli anni 
50 ideando i soggetti di una ventina di film. 
Tomato in Italia nel 1959, avrebbe continuato a 
sceneggiature interessanti: il suo nome 
figura infatti nei crediti di Banditi a Milano 
(1967) di Carlo Lizzani, Diabolik (1968) di 
Mario Bava ¢ tra gli autori di tre western, 
Varios a matar, comparteros! (1970) di Sergio 
Corbucei, Viva la muerte... tal (1971) di 
Duccio Tessari e Chino (1973), una coprodu- 
zione franco-italo-spagnola diretta da John 
Sturges. Inoltre, scrisse e diresse nel 1966 un 
curioso spy movie all italiana, scanzonato e dis- 


altra sconcertante coincidenza, veniva 


asi con Vattrice 


scrive 


sacratorio, Se tutte le donne del mondo... 
(Operazione Paradiso). 
Peceato che Dino Maiuri non ci abbia pid offer- 
to storie da non dormirci la notte nella vena del 
suo “mostro resuscitato”. Di contro, per fortu- 
na, lo stesso non & avvenuto per il regista 
Chano Urveta. 

Nato a Chihuahua nel 1895 e deceduto a Citta 


del Messico nel 1978, Chano Urueta (Santiugo 
Luciano Urueta Rodriguez) ha diretto non 
meno di 113 pellicole dal 1928 al 1972, ha 
scritto una trentina di film ed & stato attore in 
sedici occasioni, Lo si pud vedere soprattutto 
nei Cannoni di San Sebastian (1967) di Henri 
Verneuil ¢ in due lavori del suo amico Sam 


I mucchio selvaggio (The Wild 


Dr. Crimen, his assistant Micha (Alberto Mariscal) and Crommer (Stefan Bere). 
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Looking for a scoop, girl-reporier Nora meets the black-clad Doctor 
Herman Lin for the first time: She is once again overwhelmed by 2 
shudder of fear. In the grip of terror, Nora feels she’s going to end 
up in big troubles! Nora: «As a matter of fact that's me.» Dr. 
Crimen: «/ didn’t expect my advertisement was going to draw the 
attention of a person like you... Reality has gone way beyond my 
hopes!» Sequence from the Italian “cineromanzo" version. 


Bunch, |969) e Voglio la testa di Garcia (Bring 
Me the Head of Alfredo Garcia, 1974) 

Dopo El monsiruo resucitado, Chano Urueta 
realizzd tutta una serie di film uno pitt deliran- 
te dellaltro: La bruja (1954), El jinete sin 
cabeza, La cabeza de Pancho Villa | La her 
mandad de las calaveras ¢ La marca de 
Satanas | El secreto de la caja negra, una str: 
vagante trilogia westem fantastique compre 
dente tre lungometraggi girati a partire dal 
marzo 1956; il suo capolavoro El espejo de la 
bruja / Cuentos de brujas (1960), El baron det 
terror (1961), con uno dei mostri pitt bizzari 
Gel cinema del terrore, La caheza viviente / El 
ojo de la muerte (1961); Blue Demon, el demo- 
nio azul ¢ Blue Demon contra el poder satani- 
co (girati simultaneamente nell’agosto 1964), 
Blue Demon contra los cerebros infernales © 


Blue Demon contra las diabolicas (anch’essi 
girati back to back dal novembre 1966 al gen- 
naio 1967)... Tutte pellicole prodotte veloce- 
mente (spesso in due settimane), con un budget 
ridowto all'osso ma con molta inventiva (se si 
eccettuano quelle di Blue Demon, sempre pit 
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monotone ¢ ripetitive), Un cinema popolare 
che pitt godibile non si pud scomparso, pur- 
troppo. per sempre. (PC) 


he Balkans, 1953, Nora, a girl-reporter, is 
looking for a scoop, so she answers a 
strange ad, published in the wedding prc 
posals section of a local newspaper: a mysteri- 
ous character offers a considerable sum to a 
young, beautiful and intelligent woman of lofty 
feelings who would be willing to submit herself 
to a mysterious test, Thus she meets the dis- 


turbing Dr. Herman Lin, a plastic surgeon with 
a horribly disfigured face, who is plagued by a 
series of serious complexes coupled with a 
deep hatred for mankind. Nora follows him in 
his sinister castle built on a cliff by a cemetery, 
mpany of his fuithfual 
servant Micha. The house is full of wax man- 
nequins depicting several gorgeous wome: 
created by the doctor himself, who is also an 
able pianist with an unexpected aesthetical sen- 
sibility. Fascinated and puzzled, Nora complies 


where he lives in the e 


CHE SI VOLGE 
VERSO 01 Let E PIU 


AGGHIACCIANTE 01 OGNI 
MOSTRUOSITA ! 


ECCO IL MIO. 
AVOLTO, NOgA | 


In the darkness of his hidden laboratory, where he performs his dev- 
ilish plastic surgery experiments, Doctor Lin reveals his true face to 
Nora: In a state of tension, Nora follows his movements, catching 
her breath, ready to behold the most horrible face one could imag- 
ine. Nora: «| won't scream...» However, that which turns toward her 
freezes her blood with terror: a monstrosity beyond compare! Dr. 
Lin: «This is my face, Nora!» 


with the man’s wishes making him enjoy lif 
again. When the doctor, who has fallen in love 
with her, finds out that the girl’s main purpose 
is that of making a scoop, his desire for 
vengeance, once again, overwhelms him. Lin 
has Nora kidnapped by the young Ariel, a 
youthful suicidal musician he has resurrected 
and made his slave, He orders him to take the 


poor young woman to his laboratory, where she 
is to be subjected to a surgical operation 
designed to disfigure her face! 


El Monstruo Resucitado is « pettectly repre- 
sentative work, under many aspects, of the 
Mexican horror cinema of the 1950s and the 
1960s. Filmed in April 1953 and released in 
January 1954, this remarkable movie predates 
of a few years the coming of the golden age of 
Mexican terror films, destined to receive their 
final consecration with the masterpieces by 
Fernando Mendez, Ladron de Cadaveres. and 
the superb The Vampire (El Vampiro), pro- 
duced, respectively, in 1956 and 1957. 

‘This is a low-budg 


d motion picture, howey- 


SOO 


Se 


Vincent Price as a mad sculptor and Carolyn Jones in the morgue. A macabre scene from House of Wax (1953), direcied by André de Toth. 


er, shot in black and white, made with a lot of 
inventiveness. With the exception of the 
admirable reefy landscapes shown during the 
opening credits, the movie, in its totality, was 
filmed at the famous Churubusco Azteca 
Studios. The very few scenographies are, 
nonetheless, remarkable, plunging the audience 
into. a powerfully intriguing atmosphere. 
Starting with the disturbing castle of the mad 
scientist, built on the edge of a cliff. The only 
way to access this sinister abode is represented 


by a path which runs through an equally 
turbing cemetery. The casile’s main hall. is 
adorned by a series of very realistic statues, 
portraying beautiful women, much like those 
featured in Mystery of the Wax Museum (1933), 
by Michael Curtiz, whose remake, namely 
André de Toth’s House of Wax, was produced 
in 1953, just like El Monstruo Resucitado (The 
Resurrected Monster). In a huge crypt lies the 
Frankenstein-like laboratory of the doctor 
straight out of the Universal productions of the 
1930s. 

As a matter of fact, much like the other 
Mexican films, the influence of the American 
movies produced during the golden age of the 
genre is undeniable. However, the Mexicans 
didn’t content themselves with imitating the 


works of James Whale or Tod Browning; they 
found the means to renew and interpret classic 
subjects: a Latin way of sorts to horror movies. 
Here, unlike Frankenstein, the scientist is the 
one “gifted” with a monstruous appearance, 


while his “latest creuture”, Ariel, is a fascinat- 
ing young man, 

One of the most delirious scenes of the movie 
masterfully depicts another recurring archetype 
of the genre: the Beauty and the Beast theme; 


the heroine doesn’t hesitate to hug the mon- 
struous doctor. A genial doctor, by the way, a 
multi-faceted artist, extremely gifted, both as a 
musician and as a sculptor. On this subject, we 
can only guess why he hasn't built for himself 


Rita Macedo and José Maria Linares Rivas in Luis Bufuel's Ensayo de un crimen (1955). 
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Dr. Herman Lin welcomes Nora in his mysterious abode. Behind them two disturbing mannequins, scuplted by Lin himself, look very much alive 


a “human” mask in the guise of the ones worn 
by such characters as Killing or André 


Hunebelle’s Fantomas! However, such thi 


as “logic” don't necessarily belong in similar 


| Opepanrere ie 
MOS7RL OSO. 


LL. 


r than life” stories, more akin to “deli- 
nightmares. On the other hand, there are 
ho mystery elements here, because such things 


ciou: 


would probably be extremely detrimental to the 


The myth of Beauty and the Beast in this melodramatic horror movie by Chano Urueta. 
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oneiric and uneasy atmosphere, which is all- 
present ever since the movie's opening credits 
ora’s conver- 


(with the possible exception of D 
sations with her editor in chief), 
An extremely bizarre character, Dr. Herman 
Lin seems to come straight out of a pulp novel, 
with his masked face (big, black glasses, a scarf 
on his mouth and a wide-brimmed hat) and his 
body wrapped up in a long black cloak. A look 
which clearly reminds that of the Shadow, cre- 
ated by Maxwell Grant, a.k.a, Walter Gibson. 
n't seem to 


This most disturbing aspect do 
trouble at all the beautiful girl-reporter who 
boldly follows this disturbing character to his 
isolated abode. What's more, our heroine will 


get used preity soon to the doctor's monstrous 

face. In place of a make-up which would have 

required long hours of hard work, the authors 
que 


frightening mask, 
with the 


c, in keepin 


spirit of the movie. Curiously, the task of por- 
trying the monstrous doctor f 
Mexico's most beloved actors, José Maria 
Linares Rivas (born in Madrid in 1904, be 
passed away in Mexico in 1955), who, 
dying, had the opportunity to play a role in Luis 
Buiuel’s mythical The Criminal Life of 
Archibaldo de la Cruz (Ensayo de un Crimen). 
As for the movie's heroine, Nora, this character 
is portrayed by the gorgeous Miroslava Stern 

she left 


on one of 
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Assistant Micha, Crommer, the ape-man, and the awful Dr. Crimen 


Czechoslovakia to go living in Mexico by the 
late-thirties. After having won a beauty contest 
and having attended several courses on drama 


in Los Angeles, Miroslava became a star of 
Mexican cinema, Her beauty, coupled with her 
odd accent were an integral part of her success 
with the audiences of the whole Latin America 
The protagonist of numerous romance and 
melodramatic movies (among which we'd like 
to point out La Bestia Magnifica, the first 
example of the so-called “luchadores” genre, 
directed in 1952 by Urueta himself, wh 
Miroslava plays the role of the perverted 
Moche), this was her first and only horror 
movie ever, In 1955 she was to be the prota 


nist of the famous The Criminal Life of 
Archibaldo de la Cruz, by Buiuel and, later, 
Joel Me Crea's partner in Jacques Tourneur’s 
westem Siranger on Horseback 

Just th 
sive turn toward stardom, Miroslava, sadly 
took her own life, following a frustrated love 
relationship. This unfortunate event took place 
on March 10th, 1955: she was only 30 years 
old. Ironically, her body was cremated while 
Bufuel’s movie was being premiered in 


when her crareer was taking a deci- 


Mexico (the movie, in another shocking coinc 
dence, featured a scene depicting the destruc 
tion, by fire, of a mannequin bearing the effigy 
of Miroslava!). In 1993 Alejandro Pelayo was 
to homage this tragic and unfortunate actress 


with a § 


nish-Mexican movie simply titled 
Miroslava, starring Arielle Dombasle as the 
main character 


The story of El Monstruo Resucitado must be 


a 
2d 
Fs y 


Frankenstein 


attributed to the Ttalian Dino (or Arduino) 
Maiuri (born in Frosinone in 1916), a reporter, 
editor in chicf of several newspapers and 


screenwriter of such Italian movies as Tot) le 


Dr. Crimen and Micha performing their abominable experiments 
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Herman Lin has just discovered Nora’s true intentions and he is bent on revenge: Triumphantly, the hideous figure of Dr. Crimen walks toward 
her, he knows he has won at last! Dr.Crimen; «Why don't you try to escape? You could use the windows... Perhaps... | have you now! 
Everything has been arranged for this wonderful night... My bistouri is waiting for you in my lab... On your beautiful body | shall experiment new 
kinds of gruesome deformities! You shall be a monster for the rest of your life!» Sequence from the Italian ‘cineromanzo” version. 


Mok® (1949) and Napoli Milionaria (1950). 
Married to the actress Irasema Dilian (one of 
the interpreters, in 1953, of Bufuel’s drama 
Wuthering Heights), he moved to Mexico, 
where he lived during the 1950s, writing the 
screenplay of some 20-odd movies. He went 
back to Italy in 1959, where he continued to 
write several interesting films; as a matter of 
fact, he was credited as one of the authors of 
Carlo Lizzani’s Banditi a Milano (1967), Mario 
Bava’s Danger: Diabolik (1968) and he also 
co-authored three westerns, Vamos a Matar, 
Compaieros! (1970), by Sergio Corbucci, Viva 
da Muene.., Tua! (1971), by Duccio Tessari, 
and Chino (1973), an Italian-Spanish co-pro- 
duction directed by John Sturges, Moreover, he 
wrote and directed, in 1966, a curious Ttalian- 
styled spy movie characterized by several 
unconventional and irreverent undertones, Se 
tutte le donne del mondo... (Operazione 
Paradiso) 

It's a shame that Dino Maiuri was never again 
to produce other frightening stories in the same 
Vein as his “resurrected monster”. Fortunately 
the same thing would not happen with director 
Chano Urueta. 
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Born in Chihuahua in 1895 and passed away in 
Mexico City in 1978, Chano Urueta (Santiago 
Luciano Urueta Rodriguez) directed, from 1928 
to 1972, no less than 113 films, wrote no less 
than 30 movies and was also an actor on rough- 
ly sixteen occasions, We can admire him prin- 
cipally in Guny for San Sebastian (La Bataille 
de San Sebastian, 1967), by Henri Verneuil, 
and in two works by his friend Sam Peckinpah, 
The Wild Bunch (1969) and Bring Me the Head 
of Alfredo Garcia (1974), After El Monstruo 
Resucitado, Chano Urveta produced a series of 
progressively more delirious movies: La Bruja 
(1954), El Jinete Sin Cabeza, La Cabeza de 
Pancho Villa | La Hermandad de tas Calaveras 
and La Marca de Satanas | El Secreto de la 
Caja Negra, a western-fantasy trilogy com- 
posed of three incredibly strange movie: 
whose shooting began in March 1956; his mas 
terpicce El Espejo de la Bruja | Cuentos de 
Brujas (1960), El Baron del Terror (1961), fea- 
turing one of terror cinema’s most bizarre mon- 
sters ever, La Cabeza Viviente / El Ojo de la 
Muerte (1961); Blue Demon, el Demonio Azul 
and Blue Demon Contra el Poder Saianico 
(shot back to back in August 1964), Blue 


Demon Contra los Cerebros Infernales and 
Blue Demon Contra las Diabolicas (shot back 
to back as well, from November 1966 to 
January 1967). All these motion pictures were 


produced in a rush (often in the space of just 
two weeks), always on shoe-stringed budgets 
but with a lot of imagination (with the possible 
exception of the progressively more monoto- 
nous Blue Demon serial), An extremely enjoy- 
able brand of popular cinema, one which, 
unfortunately has, nowadays, disappeared alto~ 
gether. (PC) 


alkans, 1953, Nora, une journaliste qui 
B est 4 la recherche d'un coup sensatior 
nel, répond une étrange annonce matri- 
moniale publiée par un quotidien local: un 
mystérieux personnage offre une somme consi- 
rable a une jeune et belle fille, intelligente et 
de bons sentiments qui soit disposée & accepter 


une fantomatique épreuve. Ainsi elle connait 
Pinguiétant Docteur Herman Lin, un chirurgien 
plastique dont le visage a 1é horriblement défi- 


guré, qui souffre de graves complexes et détes- 
te profondément le genre humain, Nora suit 


Vhomme dans son sinistre chateau, édifié sur 
des écueils, prés d’un cimetiare, od il vit avec 
son serviteur, Micha, La maison est pleine de 
mannequins de cire représentants des superbes 
femmes, téalisées par le docteur lui-méme, qui 
se montre aussi un excellent pianiste. Fascinée 
ct rayie, Nora le seconde et lui fait retrouver la 
joie de vivre, Lorsque le docteur, qui s'est épris, 
de passion pour elle, découyre que le but prin- 
cipal de ta jeune fille est celui de faire un 
scoop, son désir de vengeance réapparait vio- 
Jemment, Lin fait enlever Nora par le jeune 
Ariel, un musicien suicide qu'il a ressuscité et 
rendu son esclave, il la fait mener dans son 
laboratoire pour exécuter une intervention chi- 
rurgicale destinge A défigurer son visage. 


El Monstruo resucitado (Le monstre ressuscité) 
est une cuvre parfaitement représentative, 2 
bien des égards, du cinéma de terreur mexicain 
des années cinquante et soixante. Réalisé en 
avril 1953 et diffusé & partir de janvier 1954, c: 
film remarquable devance de quelques années 
¢ d'or du cinéma d’épouvante mexicai 
rendra vraiment son essor avec les deux chefs- 
d’quyre de Fernando Mendez, Le Monstre sans 
visage (Ladron de cadaveres) et le superbe Les 
Proies du vampire (El Vampiro), datant respec 
tivement de 1956 et 1957. 

Cest done un film 2 


petit budget, en noir et 
blanc mais réalisé avec beaucoup d’ingéniosité 
Sil’on fait exception des admirables paysages 
de falaises cétierés présentés lors du générique, 
tout le film est tourné dans les célébres Studios 
Churubt 
breux. sont tout & fait remarquables et contri- 
buent efficacement a plonger le spectateur dans 
une atmosphere envotitante. A commencer par 
Je sinistre chateau du savant fou situé au bord 
dune falaise, Afin d’atteindre cette demeure 
inquiétante, un seul chemin qui passe au beau 
miliew d'un cimetigre tout aussi lugubre! La 


o-Azteca, Les décors, peu nom 


Emesto Alonso (as Archibaldo) and Miroslava Stern (as Lavinia) 


Miroslava with Crox Alvarado and Wolf Ruvinskis in Urueta's La bestia magnifica (1952), 


piéce principale du chateau est ornée des tres 
réalistes statues de femmes évoquant celles des 
Masques de cire (Mystery of the Wax Musuem, 
1933) de Michael Curtiz, dont le remake 
L’'Homme au masque de cire (House of Wax) 
d’André de Toth a aussi été réalisé en 1953. 
Dans la vaste erypte se trouve le Laboratoire 
frankensteinien du docteur, plein du bric-a-brac 
typique des productions Universal des années 
trente, 

Comme dans les autres bandes mexicaines, 


Vinfluence des films américains de lige d'or 
de I’épouvante est indéniable, Mais les mexi- 
cains ne se sont pas contentés d’imiter les 


Ensayo de un crimen. 


cenyres de James Whale et de Tod Browning. 
Is ont aussi innové et su aborder des sujets 
classiques d’une maniére typiquement latine. 
Ici, contrairement & Frankenstein, c'est le doc- 
cur qui posséde un aspect effrayant tandis que 
sa demiére créature, Ariel, est un jeune homme 
séduisant 

L'une des plus délirantes scenes du film illustre 
admirablement le theme de la Belle et la Béte: 
Théroine n’hésite pas & embrasser le mons- 
trucux docteur. Un docteur génial, artiste aux 
multiples facettes puisqu’il est doné aussi bien 
en tant que musicien qu’en tant que sculpteur, 
Ace propos, on peut se demander pourquoi il 
n'a pas eu I’idée de se confectionner un masque 
humain & Vinstar de ceux créés par Killing 
(Satanik en France) ou par le Fantémas revu 
par André Hunebelle. Mais il ne faut surtout 
pas chercher la moindre logique dans cette his- 
toire invraisemblable qui s’apparente & un déli- 
cieux cauchemar, D’ailleurs, ici, point denqué- 
te policire qui risquerait de nuire au climat 
morbide et onirique omniprésent du début & la 
fin (si I’on exclut quelques passages bavards 
duns une auberge) 

Personn: le docteur Herman Lin 
semble tout d’abord provenir d'un serial avec 
son visage masqué, alfublé de grosses lunettes 
noires, d’un chapeau, le corps drapé dans une 
longue cape noire. Cet aspect des plus inquié- 
tants ne semble point troubler la belle journa- 
liste qui suit sans probleme cet individu louche 
jusque dans sa demeure isolée. Et notre héroine 
va vite sThabituer au visage monstrienx du 
docteur. A la place d'un maquillage nécessitant 
de nombreuses heures de travail, on a eu 
recours a un masque a la fois grotesque et 
cffrayant, une veritable réussite tout a fait dans 
Vesprit du film, Curieusement, on a fait appel & 
un acteur célébre au Mexique, José Maria 
Linares Rivas (né & Madrid, en 1904 et décédé 
au Mexique en 1955) pour incarner le mons~ 
trueux docteur. Avant de mourir, cet acteur eut 
A peine le temps de parti 


ge étonna 


iper au mythique La 
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A suggestive portrait of Miroslava enhanched by the faked colours of the Italian “fotobusta”. 


Vie criminelle d’Archibald de la Cruz (Ensayo 
de un crimen) de Luis Buituel 

Lhéroine, quant a elle, est jouée par la trés 
belle Miroslava Stern, Née a Prague le 26 
février 1925, elle a quitté la Tchécoslovaquie 
pour aller vivre au Mexique dés la fin des 
années trente, Aprés avoir remporté un 
concours de beauté et suivi des cours d'art dra- 
matique a Los Angeles, Miroslava est devenue 
une star du cinéma mexicain, Sa beauté et son 
accent particulier ont contribué & son sucets 
auprés du grand public dans toute I’ Amérique 
Latine. Héroine de nombreux films sentimen- 
taux et de comédies dramatiques (parmi les- 
quelles il faut mentionner La Bestia magnifica, 
le premier film appartenant au genre “lucha- 


IL 
MOSTRUOSO. 
DR. CRIMEN 


dores”, dirigé par Urueta Iui-m&me en 1952, of 
elle interpréte la perverse Moche), elle a touné 
dans un unique film d’épouvante. Au début de 
l'année 1955, elle est la vedette du célébre La 
Vie criminelle d’Archibald de ta Cruz de 
Bufvvel. Toujours en 1955, elle est la partenaire 
de Joel McCrea dans le western de Jacques 
Toureur, Stranger on Horseback 

Au moment oti sa carriére prend un nouvel 
essor, Miroslava se suicide le 10 mars 1955, a 
la suite d’une déception amoureuse, Elle était 


alors Agée de trente ans seulement. Par le plus 
grand des hasards, son corps fut incinéré a peu 
pres au méme moment od avait liew Pavant- 
ne du film de Buituel (ou, 


‘ait brOlé un mannequin de 


premiére mexica 


autre coincidence, 


Ashocking close-up of Dr. Crimen, played by Linares Rivas made up by Armando Meyer. 
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Ariel (Carlos Navarro) and Nora. 


cire 4 l’effigie de Miroslava). En 1993 le met 
teur en scéne Alejandro Pelayo lui a consacré 
un film hispano-mexicain intitulé tout simple- 
ment Miroslava, avec Arielle Dombaste dans le 
role de cette actrice au tragique destin. 

Lhistoire de El Monstruo resucitado est die au 


se€nariste italien Dino (ou Arduino) Maiuri (né 
rosinone en 1916), journaliste, directeur de 
plusieurs journaux, ainsi que scénariste de 
films italiens comme Totd le Mokd (1949) et 
Napoli milionaria (1950). Marié avec Vactrice 
Irasema Dilian (interpréte, entre autres, du 
drame bufiuelien Les Hauts de Hurlevent), il se 
transféra au Mexique, oi il vit pendant les 
années 50, en écrivant les sujets d'une vingtai- 
ne de pellicules, Rentré en Italie en 1959, il 
aurait continué  écrire des sujets intéressants; 


son nom figure, effectivement, dans le géné- 
rique de Banditi a Milano (1967) de Carlo 
Lizzani, Danger Diabolik (Diabolik, 1968) de 
Mario Bava et parmi les noms des scénaristes 
de trois westerns, Companeros (Vamos a matar, 
companeros!, 1970) de Sergio Corbucci, Er 
viva la revolution! (Viva la muerte... tual. 
1971) de Duccio Tessari et Chino (1973), 
coproduction franco-italo-espagnole réalisée 
par John Sturges. De plus, il écrivit et dirigea 
un curieux film d’espionnage italien, le gogue- 
nard et irrévérent Se rutie le donne del mondo. 
(Operazione Paradiso), 

Dommage que Dino Maivri ne nous ait pz 
offert d'autres histoires & dormir debout de la 
veine de son “monstre resuscite Par contre, 


heureusement, il n’en est pas de méme avec le 
metteur en scéne Chano Urueta 

Né @ Chihuahua en 1895 et décédé A Mexico 
City en 1978, Chano Urueta (Santiago Luciano 
Unueta Rodriguez) a réalisé pas moins de 113 
films mexicains de 1928 & 1972, a aussi écrit 
une trentaine de films et a méme été acteur A 
seize reprises, On peut notamment le voir dans 
la Bataille de San Sebastian (1967) de Henri 
Verneuil et dans les deux oeuvres de son ami 
Sam Peckinpah, La Horde sauvage (The Wild 


> 


Miresiave 
Carlos Novarro 
UM. Linares 

Chano Uruet 


to torte plo 


Italian “locandina” (above) and Mexican 
press ad for E/ monstruo resucitado (right). 


Bunch, 1969) et Apportes-moi la tée d’Alfredo 
Garcia (Bring Me the Head of Alfredo Garcia, 
1974). 

Apres El Monstruo resucitado, Chano Urueta a 
réalisé toute une série de films tous plus déli- 
rants les uns que les autres: La Bruja (1954), Ef 
Jinete sin cabeza, La Cabeza de Pancho Villa | 
La Hermandad de las calaveras et La Marea de 
Satanas / El Secreto de la caja negra, une tri- 
logie western fantastique comprenant trois 
long-métrages délirants tournés a partir de mars 
1956; El Espejo de la bruja / Cuentos de bru 
jas, son chef-d’ ceuvre réalisé en 1960, Fl Baron 
del terror (1961), avec l'un des monstres les 
plus bizarres du cinéma de terreur, La Cabeza 
viviente | El Ojo de la muerte (\961), Blue 
Demon, e| demonio azul et Blue Demon contra 
el poder satanico (tournés simultanément en 


aoit 1964), Blue Demon contra los cerebros 
infernales et Blue Demon contra las diabolicas 
(eux aussi tournés en méme temps de 
novembre 1966 a janv 1967). utant de 
bandes .ées rapidement (souvent en deux 
sems 

ayee beaucoup d’imagination (a l'exception 
toutefois des Blue Demon de plus en plus répé- 
titifs), Du cinéma populaire on ne peut plus 
jouissif, hélas, disparu a jamais, (PC) 


nes), toujours avec un budget réduit mai 


El monstruo resucitado (MEX 1954) 

(iL mostruoso doitor Crimen) 

D/SC: Chano Urueta; P: Internacional Cinema- 
tografica; S: Dino Maiuri; PH: Victor Herrera; 


1UNA CARA TAN ESPANTOSAMENTE FEA QUE USTED NO LA 
OLVIDARA NUNCA! 


WIRDSLAVS 
GAALUS NAWMRRI 
LM. UNIRES IMS 


FERNANOO AuueRTo STEFAN 


WAGNER .- MARISCAL - BERNE 


UNO URUETA < VICTOR MERRERA FEDERICO RUIZ DINO MAURY 


aK 
0, cist. pom catumaln picruRcs 
M: Raul Lavista; C: Miroslaya Stern (Nora) Notes: Filmed at the Churubusco Aztec 


Carlos Navarro (Ariel), José Maria L 
Rivas (Dr, Herman Lin), Ferm 

editor Gherasimos), Alberto Mari- 
Stefan Beme (Crommer, the ape 


Studios. Make-up by Armando Meyer: set 
by Gunther Guerzso and Roberto Silva 
Cineromanzo version; «Wampir ~ 1 pi 
films del brivido», no. 4, Milano, Ponzoni 
ottobre 1970. 


(manag 
seal (Mic! 


Frankenstein 


Dr. Crimen and the resurrected Ariel in the dramatic final scene. 
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E IMPOSSIBILE TRATTENERE IL GR1D0 Pr PAURA, 01 ANGOSCIA. D1 FO)ICRDARY SVENITA, SOPRARERT EE EBtt’EAUEIONE. 


TERRORE CHE L/AVVOLGONO, CAE L‘ANNIENTANO. 


NON BOVEVO DARTT BETTI 
NORA | NON DOVEVO.. 


NOW, C) SOND CONFIMI PER . NON vorgar Pi 

LA SUA ANBOSC . VEPEQMI.,.TUTTO 
PERCHE MI SOND SAGA FINITO, LE 
LASCIATO CONVIN- i IMME SPERANZE...1L 
CEE OALLE TUE f SOGNO 01 ZEDENZIO- 
PAROLE # OBA TUT- “4 NE...TUrTo | 
TOE FINITO PER : 

SEMPRE,..TU FUG 

Gi2K| LONTAND 


3! VOLGE, FA PER ANPARSENE. NON VUOLE CHE L 
LA SUA MOSTRUOSA DEFORAI 
£0 RasoiuNee. 


LO RIVEDA NEL VOGLIO ABITUARM! A GUAROARLA 

EALLORA CHE LA VOCE PI NORA PERCHE-STA2D SPESSO AL SUO 

FIANCO E L'AIUTERO NEL SUO 
Avon 


NON SE NEVADA OOTTOR 

LIN! STO MEGLIO Oa 

VISTA Mi HA SPAVENT! 
SUCCEDERA PIL | 


Nora’s reaction after Dr. Lin has unmasked before her, revealing his true face, in a sequence from the Italian “cineromanzo” version of E/ mon- 
struo resucitado (Wampir no. 4, 1970): She’s unable to control her fear, terror and anguish totally annihilate her will. She can't help but scream! 
Nora: «No... No!!!» 

Then she loses her senses and collapses, unable to withstand the shock. Dr. Crimen: «/ shouldn't have listened to you, Nora! | shouldn't 
have...» 

His anguish knows no limits. Dr. Crimen: «Why have | listened to your words? Now everything is lost... Forever! You will run away, far away...» 
Dr. Crimen: « You'll never want to see me again. It's all over. All my dreams of redemption... Everything!» 

He turns back to leave. He doesn't want her to see him like that, a hideously deformed monster. Suddenly he hears Nora's voice. Nora: «Don't 
go away, Doctor Lin! | feel better now... Your presence frightened me... But that won't happen again!» 

Nora: «/ just want to get used to seeing your face because |’m going to stand by your side and help you with your work...» Dr. Crimen: «My 
God... Nora... Is that true... Is that true?» 
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TT a 

TACTIC LET en eon E POSSIGILE, INVECE. GLIELO PIMOSTRE- 
BiG ORLLA VITAL MODE PORTDIe 2. vOsL10' sACIARLA, DoTTOR 

DEVE DIMEN 

TICARE TUTTE 

LE AMAREZZE 

DEL PASSATO ! 


TREMA IL MOSTRO UNANO, ANCHE PER LUI E NON SOLO PEG NORA 

QUELLA & UNA PROVA TERRIBILE. NESSUNO L'WA MAI SPIORATO CON ELLA GLI VIGINA, SEMPRE PIU VICI 

UN BACK NA VINCENDO OGN! REPULSIONE. PER UN 
. ISTANTE | LORD VOLT! SI SFIORANO... 


7.POl LE LABBRA DELLA FANCIULLA Si POSANO SULLA FRONTE RU | 
GOSK DEL MOSTRO UMANO | EGLI PROGOMPE IN UN GIDO ED E COME SE IN UN ISTANTE ANNI ED. 


ANN) PI POLOROS! RICORD! SIANO STATI CAHCELLATI, ANNULLATI ! 


GRAZIE ! ORA SONO LIBERO... 
0 MOMENTO Tu SEI i 


Nora: «Yes, you too have the right to taste life's sweet joys and forget the past with all its sorrows!» Dr. Crimen: «Oh, all this happiness in the 
space of a few unexpected moments. This is not possible!» 
Nora: «On the contrary, Dr. Lin, itis quite possible and I'm going to prove it to you. | want to kiss you!» Dr, Crimen: «Noo!» 
The man-monster trembles. This is a terrible trial for him, as well as for Nora. Nobody has ever dared to kiss him before. 
She comes closer... closer, conquering all her repulsions. For a fleeting moment their faces touch lightly... 
. Then the girl's soft lips kiss the human monster’s wrinkled brow! 
He bursts out into a scream and it’s as if long years of painful memories were wiped out in the space ofa single heartbeat! Dr. Crimen: «Thank 
you... Thank you! Now I'm free... From this moment onward you are everything for me!» 
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Gyunaur €LcA vousA Lo Seuaao0 Pub NOTAAE FidUEE PERAINILI TA YOGE 91 OT, TMPROWVIBA, LA FA Suse 
WELLE POSE PIU SVARIATE & TUTTE SEMBRANO SUL PUNTO PI MUO- — 


VERSI, DI PARLARE, D1 GRIDARE | S1ACCOMODI LA, 
SUL DIVANO | 7M 


sf 


MO@A SI ALZA, LA CURIOSITA 
LA SPINGE VERSO UN MAMICHI- 
MO CHE S1 TROVA VICINO 4 Let. 


LA VOOE PEL, SERV iT ORS GiBUOMAINGGANZO NILE PO! S1 VO.GE VERSO Di LE!, COME SE NIENTE FOSSE ACCADUTO. LA 
SUA GELIOA IQA SEMBRA ESSERS! OISSOLTA NEL NIEKTE. 


TE PIACCIONO 
LE MIE OPERe?, 
‘SONO ESPERI- 
MENT! CON LA 
PLASTICA SINTE- 
TICK. ABBASTAN- 

BEN QiUSCITE, 
Digel, 


SONO LE OPERE DEL MIO MAESTRO, 
NON SI SPAVENTI | LE FA PER PASSA- 
TEMPO. LUI S1 DEDICA A 

BEN ALTRO | 


Nora and Dr. Herman Lin's synthetic plastic statues in another sequence from the Italian “cineromanzo” version: Wherever she looks she can't 
help but notice several female figures in the most varied poses, all on the verge of moving, talking, screaming! Suddenly the man’s voice makes 
her shudder. Nora: «No... No...» Dr. Crimen: «You may sit there, on the sofa!» Nora: «Yes...» 

Nora stands up, her curiosity drives her toward a nearby mannequin. Nora: «She seems human, real...» 

She touches her lightly with her fingers, {t almost feels like real human flesh! Nora: «Aah!» 

The voice of the servant rings out beside her. Micha: «These are my master’s creations, Don't be afraid, it's just a hobby of sorts for him. His 
real interests are others!» 

Then he tums toward her as if nothing had happened, his cold wrath seemingly vanished into nothingness... Dr. Crimen: «Do you like my works, 
They are essentially experiments in synthetic plastic. They're quite remarkable | daresay, Nota: «They certainly are...» 

In addition to the analogy of the mannequins, Urueta’s film and Ensayo de un crimen also share the actors Miroslava and José Maria Linares 
Rivas. Furthermore, the composer of E/ monstruo resucitado ‘s soundtrack is Raul Lavista, one of the musicians characterizing Luis Bunuel’s 
Mexican phase with such movies as Susana, Cumbres borrascosas / Abismos de pasion, El angel exterminador, and Simon del desierto. 
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nnce LUIS BUNIUEL 
MIROSLAVA 
ERNESTO ALONSO 
ARIADNE WELTER 


Deobsite Legal: M, 12115-1965 et J TORBERA 


ae so? = . 
Ensayo de un crimen (1955), one of Bufiuel's masterpieces of Surrealism. Original Spanish poster; scenes with Miroslava Stem (as Lavinia), 
Emesto Alonso (as Archibaldo de la Cruz) and the mannequin reproducing the actress’ features; Don Luis between the two “Mirosiavas” 
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Above: Barbara Shelley (as Madeleine) with Victor Maddern (as Dr. Callistratus’ assistant, Car)) in a publicity photo. Opposite: Barbara Shelley, 
Donald Wolfit (as Dr. Callistratus) and Vincent Ball (as John Pierre) (top); a chained Madeleine... or the Misfortunes of Virtue! (bottom). 
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Blood of the Vampire 


“The Ultimate Sadeian Movie” 


«Vous étes enjermés dans une citadelle impénétrable, 
Vous étes morts au monde, et ce n'est plus que pour 
nos plaisirs que sous respi 


D.A.R. de Sade, Les 120 journées de Sodome 


arlstadt, 1879. In un lugubre manicomio 
riminale spadroneggiano i dottor 


Callistratus ed il suo fedele seryitore 


Carl, muto e deforme. Un giovane medico, 
John Pierre, viene rinchiuso ingiustamente nel 
carcere, dove Callistratus gli propone di affian- 
carlo nelle sue ricerche sui gruppi sanguigni. 
John si rende conto che il dottore si serve dei 
prigionieri (c di belle ragazze rapite) per con- 
durre orribili esperimenti. Informata della 
(falsa) morte del fidanzato John, Madeleine rie~ 
sce a farsi assumere come governante da 
Callistratus. Scoperta la sua vera identita, il 
dottore trascina fa ragazza nel suo Laboratorio, 
allestito in una lugubre cripta, dove finisce 
incatenato anche John, Callistratus racconta 
loro di aver scopetto il modo di conservare ta 
vita dopo la morte, resuscitando le persone con 
Vimpianto di un cuore nuovo, Considerato un 
vampiro, era stato condannato a morte ¢ il suo 
0 da un paletto di legno, ma Carl 
era riuscito a salvarlo corrompendo un dottore 
alcolizzato, Sfortunatamente, il cuore che gli 
era stato trapiantato aveva scatenato una grave 
infezione ematica: & per guariene che egli con- 
duce tutte queste ricerche. Callistratus vuole 
servirsi di Madeleine per un nuovo esperimen- 
to, Dopo aver inoculato la sua malattia a Kurt, 
un prigionicro orribilmente mutilato, sostituir’ 
il suo sangue con quello della ragazza. Se il 
tentative riesce, anche lui sar salvo 


cuore traf 


Sulla scia del successo mondiale della 
Maschera di Frankenstein (The Curse of 
Frankenstein, 1957) di Terence Fisher, la 
Hammer diyenne famosa con una lunga serie di 
film del terrore la cui et d'oro & collocabile tra 


il 1958 ¢ il 1960, grazie ad alcune magistrali 
opere di Fisher, quali La vendetia di 
Frankenstein (The Revenge of Frankenstein, 
1958), La mummia (The Mummy, 1959), IL 
mostro di Londra (The Two Faces of Dr. Jekyll, 
1960), L'implacabile condanna (The Curse of 
the Werewolf, 1961), oltre ai due migliori film 
sul conte Dracula, Dracula il vampiro 
(Dracula, 1958) e Le spose di Dracula (Brides 
of Dracula, 1960). 

Altri produtiori inglesi approfittarono di questo 
rinnoyamento del cinema dell’orrore pet pro- 
porre film pit deliranti, come Gli orrori del 
museo nero (Horrors of the Black Museum, 
1959) di Arthur Crabtree e II circo degli orrori 
(Circus of Horrors, 1960) di Sidney Hayets, 
senza dimenticare, ovviamente, oper pid 
ambiziosa di Michael Powell, L’occhio che 
uccide (Peeping Tom, 1960), che scandalizz) la 
critica benpensante britannica, A differenza 
delle produzioni Hammer, tutti questi film si 
svolgono in epoca contemporanea e abbando- 
nano i mostri fantastici a beneficio di criminali 
maniaci sessuali. 

Soci dal 1948 con la creazione di una loro casa 
di produzione, la Tempean Films, Robert S. 
Baker (Londra, 1916) € Monty Berman 
(Londra, 1913) si interessarono anch'essi epi- 
sodicamente al cinema del terrore, producendo 
innanzituuto un piccolo grande film di fanta- 


scienza e di paura, / mostri delle reece atomi- 
che (The Trollenberg Terror, 1958), evidente 
filiazione dei due eccellenti Quatermass pro- 
dotti dalla Hammer. 

Dopo questo lavoro assai riuscito, Baker e 
Berman avrebbero continuato a seguire I'esem- 
pio della Hammer, offrendoci tre capolavori del 
terrore: II sangue del vampiro (Blood of the 
Vampire, 1958), Jack lo squartatore (Jack the 
Ripper, 1959) & Le iene di Edimburgo (The 
Flesh and the Fiends, 1960). Tre film ammire- 
voli, contraddistinti da diversi punti in comune 
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DONALD WOLFIT BARBARA SHELLEY 
VINCENT BALL=VICTOR MADDERN 
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‘American poster. The movie was released in the U.S. by Universal. 


che Ii differenziano sostanzialmente dai film 
diretti da Fisher. 

Con Beker ¢ Berman, il sovrannaturale brilla 
per la sua assenza, Niente mostri: vampirl, lupi 
mannari e mummie cedono il passo ad un altro 
genere di mostri, ben pid reali. Ci si compiace 
nel deserivere universi malsani e sordidi, dove 
si sviluppa un’incredibile galleria di personag. 
gi degenerati ¢ sadici, anzi sadiani. 

Nessuna classe della societd @ risparmiata, nes- 
suno si salva: dai borghesi, riechissimi e libidl 
nosi, ai dottori depravati, vanitosi ma ineapaci, 
fino ai reietti, tutti comunque privi di serupoli e 
di morale, Si nota pure la totale essenza dell'a- 
spetto religioso e degli uomini di chiesa. 

«ll sangue del vampiro non & che uno dei tanti 
penosi film dell’orrore, realizzati in fretta 
senza il minimo talento. Gli autori, non tenen: 
do assolutamente conto deil’evoluzione del 
pubblico, limitano Ja loro ispirazione ad un 
ammasso di trucchi grossolani che ayrebbero 


potuto, a dirla tutta, impaurire le nostre nonne 
Si assiste ad una vera ondata di emoglobina 
che, sebbene a colori, fa pitt ridere che rabbri- 
vidire. | colori e il trucco sono particolarmente 
brumti, ¢ se ¢”@ una parvenza di orrore ¢ nella 
gratuita ripugnanza di quest’opera inutile», In 
un articolo firmato da Francois Chevassu, I 
sangue del vampiro fu cosi accolto nella Saison 
Cinématograpiique 1960. 

Da parte sua, il C.C.R/T. (il francese Centro 
Catolico del Cinema, Radio ¢ Televisione) 
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sconsigliava, ovviamente, il film, pubblicando 
il seguente avviso: «Le scene di crudelta, anzi 
di sadismo, delle quali si compiace questo film 
dall inttigo poliziesco € romanzesco, non pos~ 


sono essere che nefaste per i caratteri deboli ed 
emotiviv. 

Per fortuna, successivamente, si sono potute 
leggere delle recensioni ben diverse. A comin- 
ciare da quella firmata Michel Nuridsany, nel- 
'articolo “Welcome Monster Lovers”, 
nel primo numero di Midi-Minuit Fantastique. 
uscito nel maggio 1962: «La concezione stessa 
del colore avvicina ugualmente il Cass di Blood 
of the Vampire al Dracula di Fisher. Ma alla 
merayiglia dell’orore di Fisher si oppone il 
fascino del terrore di Cass: Lucy desidera il 
morso del vampiro, si veste e si prepara come 
per una festa per la cerimonia vampiresca. Per 
Fisher l'erotismo @ meraviglia, come lo & per 
Moreau © Belen, ¢ le vertigini sono sempre 
disturbunti; invece, nel film di Cass, che & un 


parso 


film puramente sadiano, le numerose scene di 
tortura ¢ d’orrore (vivisezioni, cani che divora- 
no il padrone ¢ cosi via) sono affascinanti e non 
fastidiose. Blood of the Vampire & una sontuosa 
sinfonia in rosso, oro € nero dove il rosso del 
sangue e del vetro di Murano si meseola al 
degli abiti e dei tendaggi, |...1 Peeping Tom, 
Blood of the Vampire, Horrors of the Black 
Museum sono cento volte supetiori non solo al 
famoso Vampyr di Dreyer, che figura in tutte le 
storie del cinema ¢ viene proiettato regolar 


DONALO WOLAT 


BARBARA SHELLEY. VINCENT BALL - VICTOR MADDER! 


HEN 


Poster for the second Italian release of the movie in 1962. 


mente nei cine club, ma anche a tanti film tenu- 
ti in grande considerazione da un pubblico che 
ignora tutto del cinema fantastique» 

Jean-Pierre Bouyxou non ha mai nascosto la 
sua ammirazione per il film di Henry Cass, 
come nel suo eccellente saggio La Science-fic- 
tion au cinéma (1971): «E alle specifiche tego- 
le estetiche ¢ fondamentali di questo tipo di 
cinema [il cinema horror inglese. n.¢.r.] che fa 
diretto riferimento 1 sangue del vampiro dove 
nulla manca: precisione maniacale della regia, 
wecnica “rileccata”, musica a effetto, truceo mo- 
struosamente sublime, scenografie vittoriane, 
impostazione sfavillante e un crescendo di vio- 
Jenza, essendo la brutalita ¢ 'efficacia dell’or- 


rore, nelle dovute varianti, le sistematiche com- 
ponenti di ognuno di questi film. 

«{..] Per sorprendente che sia ’esito del film 
(Cass era abitualmente autore di melodrammi 
soporiferi), lo spettatore pitt reticente & costret- 
to a riconoscere Ia sua impudiea efficacia: 11 
sangue del vampiro mete lo spettatore di fron 
te all’orrore assoluto, senza scappatoie né 
mezze misure. Tutto @ finalizzato a questo: per- 
sonaggi laidi ¢ crudeli, scenografie grondanti 
sporcizia (dipinte su tela come architetture illu- 


sionistiche, senza nulla togliere perd al loro 
aspetto sordido), colori crudi da urlo, dettagli 
nauseanti (il grembiule di Callistratus, I’ex- 
vampiro, @ macchiato di sangue; le celle sono 
infestate di ravi; 1a cinepresa si muove tra im- 
monde frattaglie umane), torture alla catena.., 


IL SANGUE«/ VAMPIRO 


DONALD WOLFIT = BARBARA SHELLEY + VINCENT BALL © VICTOR MADDERN WOLF - 


Poster for the first Italian release of the movie in 1959. 


«Sie [...] accostato il film al Dracula cosi come 
V’aveva immaginato Stoker. Ma Dracula rivela 
una sorta di romanticismo nero lirico: il Sangue 
del vampiro appartiene alla poesia del sordido, 
del laido e dell’ infame: 

Jean-Pierre Bouyxou ebbe Moceasione di ritor- 
isamente nel n. 18 


are su. questo film, pr 
della sua rimpianta rivista Fascination, dov'e 
pubblicata la prima parte di un magnifico dos- 
sicr consacrato all’eta d’oro del te 


ore inglese 


che, come segnala a giusto titolo Bouyxou, 
sarebbe sprofondata «essenzialmente nella pitt 
desolante delle degenerazioni» 

A proposito dell’ opera di Cass «che si pud con- 
siderare come il primo film dorrore puro di 
tutta la storia del cinema», Bouyxou scrive: «E 
umulazione di dettagli sordidi e ripu- 
gnanti che si tenta di proyocare un senso di 


con Va 


disegio nello spettatore. Ma, attraverso un con- 
tinuo ricorso all’erotismo, questo malessere si 


a equa 
rione repulsione/attrazione & stata cosi magi- 
stralmente rappresentata sullo schermo, Auten- 

ico momento di tossicita, Blood of the Vampire 
® un'eccezione nella triste filmogratia del suo 
oro, una dimostrazione 


unica di quel che potrebbe essere un cinema 
veramente sadiano». Opinione condivisa da 
Gilbert Gosseyn che, nel suo dossier “Sade a 
I"écran” (in Stars System n. 1, dicembre 1976) 
si limita a sentenziare: «il film sadiano per 
cecellenza» 

Un altro ammiratore del film, Jean-Marie 


tastmance GIRE 


Sabatier ha seritto in un libro purtroppo intro- 
vabile da anni, Les Classiques du cinéma fan- 
tastique (1973): «Blood of the Vampire, una 
delle pitt alte vette del gotico inglese, si ticolle- 
gava, un quarto di secolo dopo, ai pitt bei deli 
ri hollywoodiani degli anni Trenta. Si obietterd 


che era facile per un oscuro artigiano girare un 
capolayoro assoluto se a presiedere la cerimo- 
nia c’erano Jimmy Sangster, sceneggiatore, 
Monty Berman, capo operatore, ¢ Robert S 
Baker, produttore, e a celebrarla Barbara 
Shelley, Donald Wolfit e Victor Maddem. Del 
resto, in questo film mirabile, dove ogni inqua- 
dratura @ indispensabile alla coesione dell'in- 
sieme, il ruolo della regia @ essenziale perché 


lei sola, nella sua voluta sempliciti e ingenuit’, 


fa trionfare, invece di un tradizionale barocco 


per accumulo, un barocco della sobrieta. Cass 
ha saputo ritrovare perfettamente l’asciuttezza 
narrativa dei grandi classici americani, la loro 
follia sadica 


lida, il loro svolgimento ipo- 
critamente razionale, un po’ alla maniera in cui 
nelle ayventure di Harry Dickson, la spiegazio- 
ne “logica” & ancora piit delirante dei fatti che 
@ deputata a chiarire 

«{...] Smisurato e geniale, il film di Henry Cass 
suona come un ultimo addio agli amati ingre- 


dienti del cinema americano. Lo stesso anno, 
girando Revenge of Frankenstein ¢ Horror of 
Dracula, Fisher avrebbe fondato un ordine 
nuovo». 


Pet quanto mi riguarda, 1 sangue del vampiro 


resta uno dei miei film di culto preferti, pid 


SHELLEY 


Spanish poster aping the graphic style of Fisher's Dracula 


degli altri due film del terrore di Baker e 
Berman, 

Il sangue del vampiro & senza dubbio il primo 
film horror gore, sebbene le sue scene sangui- 
nose appaiano oggi timidissi 
degli eccessi del cinema horror degli anni 
Setanta e seguenti 

Fin dal prologo, il tono @ definito: un enorme 
to nel corpo di un uomo 


me al cospetto 


paletto viene confic 
accusato di essere un vampiro. | titoli di testa 
scorrono quindi su un sudario bia hia- 


co ma 


(o di sangue! Una scena che, sia detto per inci- 
so, avrebbe ispirato Don Sharp per V'incipit del 
Mistero del castello (Kiss of the Vampire), una 
produzione Hammer del 1963 

Quindi si succedono numerose scene sciocean. 
ti, senza dare tregua allo spettatore: una sordi- 
da bettola dove Tapparizione improvvisa di 
uno storpio orrendo mette repentinamente fine 
alla baldoria; un mulino sinistro dove i rvi- 


tore gobo trucica un medico illegale, dimo- 
str 
un‘audace operazione chirurgica; immondi 
esperimenti, condotti nei sotterranei della for- 
tezza trasformata in un asilo per alienati, nel 
corso dei quali i prigionieri sono syuotati del 
loro sangue; mutilazioni varie, donn 
te che esasperano le manie libidinose del servo 
mostruoso, guardiani sadici, prigionieri divora- 
ti vivi da ferocissimi molossi 

Le innumerevoli immagini sordide, ripugnantt 
fanno che aumentare la tensione 


‘osi troppo esigente dopo aver compiuto 


incatena- 


di quest’ opera sadiana dall’ atmosfera soffocan- 
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Monty Berman and Robert S. Baker, the “sadistic-and-insane horror 
duo” (above); cut scene from The Flesh and the Fiends (right). 


te, sebbene il Dr. Callistratus (che nome subli- 
me!) non sia propriamente un autentico perso- 
naggio sadiano, A differenza, per esempio, del 
conte Zaroff, non agisce spinto dagli istinti ses- 
suali e sadici, ma per uno scopo puramente 
cgoista: trovare un mezzo per salvare la sua 
stessa vita. In questo si distingue dalle azioni 
dei due criminali del famoso Mulino delle 
donne di pietra che si danno ad atroci esperi- 
menti per amore di una giovane leucemica. 

Lo script del film fu affidato a Jimmy Sangster, 
gid autore della sceneggiatura del succitato The 
Trollenberg Terror, Sangster ¢ altresi conosciu- 
to come lo sceneggiatore pitt famoso € dotato 
della Hammer e, forse, di tutto il cinema ingle- 
se del terrore. A Sangster si devono infatti le 
sceneggiature dei mitici The Curse of Franken- 
stein (1957), Dracula (1958), The Revenge of 
Frankenstein (1958), The Man Who Could 


Cheat Death (1959). The Mummy (1959), 
Brides of Dracula (1960) e Paranoiac (1963). 
Nelle sue memorie, Do You Want It Good or 
Tuesday? (letteralmente “Lo yuoi fatto bene © 
per marted}?”), Sangster confessa di non ricor 
darsi_neppure di Blood of the Vampire 
Cireostanza abbastanza curiosa, il suo script 
per The Revenge of Frankenstein, intitolato ini- 
ialmente The Blood of Frankenstein, presenta 
qualche punto in comune con quello del 
Sangue del vampire. 
Infaiti, il dottor Frankenstein ¢ il dottor Calli- 
stratus non esitano a servirsi di poveri dispera- 
ti peri loro esperimenti. Inoltre, i due scienzia- 
ti sono considerati morti dalle autorita; Calli- 


stratus perché ha ayuto il cuore trafitto da un 
piolo di legno ¢ Frankenstein perché ghigliotti- 
nato (sorte, in realta, evitata all ultimo momen- 
to grazie ad un abile stratagemma). Nonostante 


Dr. Knox (Peter Cushing) with Hare (Donald Pleasence) and Burke (Dermot Walsh), the body 
snatchers, in The Flesh and the Fiends (1960), a typical Baker & Berman production. 
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questo. i due capolavori differiscono decisa- 
mente Puno dall’altro. 

Fisher, abbastanza infastidito dagli eccessi 
sadici dei primi soggetti di Sangster, si sarebbe 
adoperato per ridurli ad una dimensione accet- 
tabile. Non fu cost per Henry Cass (nato a 
Londra ne! 1902), o pet meglio dire, per Baker 
e Berman, che possono essere considerati i veri 
autori del Sangue del vampiro, se si paragona 
questo film con le loro produzioni precedenti. 
Infatti, Cass si sarebbe occupato della direzio- 
ne degli attori. mentre sarebbe stato lo stesso 
Berman a dirigerne numerose scene, oltre ad 
apparire come coproduttore © direttore della 
fotografia, 

Nel ruolo dell'ignobile Callistratus, Donald 
Wolfit é semplicemente favoloso. I] suo trucco 
eyoca un po’ quello del Dracula di Bela Lugosi; 
ma, osiamo il sacrilegio, Wolfit & ancora pid 
impressionante. Evitando sempre la gigioneria, 
Fattore incarna alla perfezione un mostre che si 
cela dietro un personaggio dotato di uno straor- 
dinario sangue freddo e dai modi melliflui. 
Gia visto in un film fantastico inglese, Svengali 
(1954) di Noel Langley, Wolfit (deceduto per 
crisi cardiaca nel 1968, a sessantesei anni) non 
avrebbe fatto sfortunatamente carri 
ma del terrore, Tutt’ al pill, avrebhe interpretato 
un ruolo privo d’interesse nelle versioni france- 
se e inglese (una diversa dall’altra, essendo la 
prima quella pit interessante, pitt Iunga ¢ pid 
erotica) del riuscitissimo Le mant detl’aliro 
(Les Mains d’Orlac | The Hands of Orlac, 
1960) di Edmond T. Gréville. Sempre a propo- 
sito di questo film, segnaliamo che, contratia- 
mente a quanto certi critici si sforzino di affer- 
mare, Wolfit non fu affatto rimpiazzato da 
Antoine Balpétré nella yersione francese, come 


ra nel cine- 


forse era stato previsto, Stimata dalla critica 
soprattutto come brillanie attore del teatro 
shakespeariano e diventato Sir nel 1957, Wolfit 
ha recitato in film cosi diversi che non avrebbe 
lasciato tracce nella storia del cinema se non 
ayesse impersonato il protagonista del Sangue 
del vampiro, 

Lo stesso dicasi di Victor Maddern (nato nel 
1926), che inizid la sua carriera cinematografi- 
ca nel 1950, Le sue interpretazioni in film come 
Bunny Lake & scomparsa (Bunny Lake Is Miss- 


Carlstadt asylum for the mentally insane: Dr. Callistratus showing his laboratory to Dr. John Pierre. Assistant Carl is on the background. 


ing, 1965), Il lungo coltello di Londra (Circus 
of Fear, 1967) 0 La nebbia degli orrori (The 
Lost Continent, 1968) sono passate completa- 
mente inosservate anche presso i cinefili del 
fantastico. Infatti, costoro si ricordano di lui 
esclusivamente per averlo visto nel Sangue del 
vampiro dove, traccato alla perfezione da 
Jimmy Evans, interpreta Carl, Vorrendo assi- 
stente del Dr. Callistratus, Un essere mostruoso 
ma, nonostante tutto, pill simpatico del suo 
padrone poiché prova un certo amore per la stu- 
penda Madeleine (Barbara Shelley). Un ruolo 
notevole in cui, perd, Maddern & totalmente 
irriconoscibile. Infatti, pochissimi cinefili 
conoscono il suo vero yolto... Una sorte che 


avrebbe condiviso, qualche anno pitt tardi, 
Ricardo Valle impersonando un personaggio 
similare, Morpho, nel Diabolico dotior Satana 
(Gritos en la noche) 

Per quanto riguarda la meravigliosa Barbara 
Shelley, @ sufficiente citare alcuni suoi film: 
Cat Girl (1957), Il villaggio dei dannati 
(Village of the Damned, 1960), L'ombra del 
gato (The Shadow of the Cat, 1961), Lo sguar- 
do che uccide (The Gorgon, 1964), Dracula, 


principe delle tenebre (Dracula Prince of 


Darkness (1966), Rasputin, il monaco folle 
(Rasputin the Mad Monk, 1966) ¢ sopratiutto la 
seonvolgente Astronave degli esseri perduti 
(Quatermass and the Pit, 1967) di Roy Ward 
Baker. 

Durante I’eta d’oro del cinema horror inglese, 
la censura britannica era infinitamente pitt 
severa di quella della maggioranza delle altre 
democruzie occidentali. 

Non dimentichiamoci che, in Franc 


film 


come L'esperimento atomico del dottor 
Quatermass (Quatermass Experiment, 1956), 
La maschera di Frankenstein (The Curse of 
Frankenstein, 1957), Le spose di Dracula 
(Brides of Dracula, 1960). Gli strangolatori di 
Bombay (The Stranglers of Bombay, 1960) 0 
La mummia (The Mummy, 1959) vennero pre- 
sentati in versione integrale e persino autoriz- 
zati ai minori, mentre in Inghilterra erano clas- 
sificati “X", ovvero strettamente proibit 
minorenni! Come se non bastasse, un dis 


reto. 
numero di questi film venne privato delle scene 
scioccanti, nonostante il marchio “X”. 


Ovviamente, i! Sangue del vampiro non sfugg) 
alle grinfie della BBFC (British Board of Film 
Censors). Tre tagli sono da segnalare: una 
prima scena dove una panoramica ci presenta, 
in primo piano, una testa umana in un vaso tra- 
sparente, organi sanguinolenti ¢ altre amenita: 
la Scena s¢guente termina, nella versione ingle- 
se, quando Callistratus conficea un ago nella 
giugulare della vittima, mentre nella versione 
non censurata si vede il sangue riversarsi nella 
cannula e grosse gocce di sangne, rosso e vi- 
scoso, riempire un recipiente di vetro, pronto 
per la prossima trasfusione; nella versione in- 
alese @ stata tagliata anche I’inquadratura dove 
alcune gocce di sangue colano dalla bocca di 
Carl, abbattuto da una guardia. 

Le difference esistenti tra le copie inglesi 
francesi non si limitano, purtroppo, solo a que~ 
sti tagli, poco numerosi ma comunque fastidio- 
si. Infaiti, Baker ¢ Berman sono stati i primi 
produttori inglesi di film del terrore ad allestire 
version “speciali” destinate all'esportazione 
verso paesi pitt liberal 


Nel caso di Jack the Ripper, The Flesh and the 
Fiends ¢ The Hellfire Club [assurdamente tra- 
dotto in Italia con il titolo Robin Hood della 
contea nera, nd.x.), si tratta di brevi sequenze 
irate in due versioni: una (sempre quella 
distribuita in Gran Bretagna) dove le comparse 
femminili sono vestite, Valtra dove le stesse 
donne sono pit o meno spogliate, con almeno i 
seni in mostra, 

Per il Sungue del vampiro non esiste, come 
ayremmo potuto sperare, una versione “spo- 
liata”. C8 comunque una versione “speciale” 
per |esportazione, presentata in paesi come la 
Francia, I'ltalia e il Giappone, che comporta 
una lunga sequenza assai delirante per epoca: 
quella in cui Carl molesta sadicamente le belle 
prigioniere dalle generose scollature, incatena- 
te nella cripta del castello. Quindi Carl clo- 
roformizza la poveretia che dovra essere di 
sanguata dal dottor Calls 
sua opera senza scomporsi 

Per pit di una ventina d’anni, questa sequenza 
memorabile @ stata presente in tutte le copie 
francesi, accorciandosi via via nel corso degli 
anni, non per colpa della Signora Censura ma 
per i tagli apportati da qualche proiezionista/ 
collezionista (altri film hanno subito la stessa 
sorte in Francia, come nel caso di Grites en la 
noche / L'Horrible docteur Orlof). 

Il Sangue del vampiro fu distribuito inizialmen- 
te in Francia dall’aprile del 1960 al dicembre 
del 1965, poi ripresentato I'11 dicembre 1968 
ai cinema “Midi-Minuit” e “Scarlett”, conti 
nuando ad essere programmato fino ai primi 
anni Ottanta, all’ insaputa degli stessi Baker e 
Berman. La copia francese, un po’ usurata ma 


atus, che compie la 
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di gran qualita, fu pubblicata in video nel 1981. 
[Per quanto riguarda I'Italia, il film fu proietta 
to per la prima volta nel 1959, successivamen- 
te diffuso a tarda notte dalle “TY libere”, dalla 
meti degli anni Settanta ai primi Ottanta, © 
Pubblicato infine, usando un master piuttosto 
usurato, in 
Milano nel 1986, con distribuzione nelle 
le, nd.t] 

Quando Ia casa di distribuzione Sinfonia ha 
riacquistato i diritti di sfruttamento per la 


leocasscita dalle Edizioni Eden di 


Francia, i produttori inglesi non sono riusciti 


pitt a trovare la versione integrale e i f 


neesi 
hanno dovuto accontentarsi di un master della 
versione tagliata diffusa dalla televisione ingle 


IL 


yee j =) » 
SANGUE 


DEL VAMPIRO 


oo DONALD WOLFIT - BARBARA SHELLEY 
VINGENT BALL - VICTOR MADDERN 


se. Da notare che il film, essendo sparito dagli 
schermi inglesi per diversi anni, @ stato 2 lungo 
considerato perduto da alcuni critict come 
David Pirie (in A Heritage of Horror. 1973) & 
Phil Hardy (in The Aurum Film Encyclopedia 
Horror, 1985), convinti che tutte le copie fos- 


sero andate distrutte disperse! Per fortuna, 
non era casi. (PC) 


arlstadt, 1879, A lunatic asylum for 
insane criminals is under the yoke of 
Doctor Callistratus and his faithful ser 


vant Carl, 2 mute and misshapen man, A young 
doctor, John Pierre, is unjustly imprisoned in 
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British poster for Terence Fisher's Dracula (1958), a movie written by Jimmy Sangster. 
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ven HENRY CASS 


said asylum, Callistratus asks John to t work 
with him on a series of researches on the vari 
ous blood types. John realizes that Callistratus 
s using the prisoners (as well as several beau- 


tiful young women he has kidnapped) to make 
horrible experiments. After having learned the 
sad (yet quite incorrect) news of her 
end’s death 
hired by Callistratus as a housekeeper, The doc- 


ior discovers the woman’s true identity and 


a Madeleine manages to be 


drags her to his laboratory, which he has built 
John has been 
chained as well. Callistratus tells him that he 


in a lugubrious crypt, whet 


nas discovered the way to preserve life in spite 
aims to 


of the appearance of death and he also 
be able to resurrect people by transplanting 
hem a new heart. Considered as a vampire, he 
had been sentenced to death by having his heart 


pierced with a wooden stake, however Carl had 
been able to save him with the aid of a sly and 
ilcoholic doctor, Unfortunately, the heart that 
had been transplanted to him had contracted a 
serious hematic infection, that’s the reason why 
he is now conducting all these researches: he 
has to find a cure. Callistratus plans to use 
Madeleine for a new experiment. After having 
injected Kurt, a horribly mutilated prisoner, 
with his illness, he will replace his blood with 
that of the girl. If this attempt succeeds, he will 


be saved, 


After the worldwide success of The Curse of 
Frankenstein (1957), by Fisher, 
Hammer Films became famous for a long 


Terence 


series of terror movies, whose golden a 


easily be placed in the years between 1958 and 
1960, with such outstanding Fisher-helmed 
works as The Revenge of Frankenstein (1958), 
The Mummy (1959), The Two Faces of Dr. 
Jekyll (1960), The of the Werewolf 
(1961), including the best Dracula outings ever 
Dracula (1958) and Brides of Dracula (1960). 
Other English producers took advantage of this 
revival of terror movies to propose several 


Curse 


films in the same vein, sometimes even in a 


Barbara Shelley in a publicity photo. 


more “delirious” manner, such as Horrors of 


the Black Museum (1959), by Arthur Crabtree, 
Circus of Horrors (1960), by Sidney Hayers, 
without, naturally, forgetting Michael Powell's 
most ambitious work, the one that shocked the 
most right-thinking British critics of the time, 
Peeping Tom (1960). Unlike the typical 
Hammer productions, these movies take place 
in a contemporary setting, replacing the mon- 
sters of the fantastique with villainous sexual 
maniacs. After having formed their own pro- 
duction house, Tempean Films, in 1948, Robert 
S. Baker (London, 1916) and Monty Berman 
(London, 1913) took a short interest in terror 
cinema, producing a yeritable 
science fiction, The Trollenh 


m_ of horror! 


y Terror, aka. 
The Crawling Eye (1958), an evident filiation 
of the two excellent Quatermass outings pro- 
duced by Hammer. 

After this successful work, Baker and Berman 
were to continue to follow the example of 
Hammer Films, offering three masterpieces of 
terror: Blood of the Vampire (1958), Jack the 
Ripper (1959), and The Flesh and the Fiends 
(1960). Three remarkable films, sharing sever- 
al similarities which set them, substantially, 
apart from the Fisher-helmed movies. There are 
no such things as monsters in the Baker & 
Berman-labelled productions: vampires, were- 
wolves and other assorted “mummies”, are 
abandoned in favour of another type of hideous 
creatures, this time much more real. The super: 
natural element disappears altogether as well 
The authors take delight in portraying sickly 
and filthy universes, which end up by produc 
ing an incredible gallery of degenerated, sadis- 
tic or, as a matter of fact, Sadeian, characters, 


No social class is spared: from the very rich 
and lewd middle-class persons. to the depraved 
doctors, vain yet incapable, ending up with the 
outcasts, all of them without any morals or 
scruples. We can also notice the total absence 
of the religious aspect, including the ministers 


The “vampire” Callistratus preparing Madeleine for a blood transfusion. 


of the Church 
«Blood of the Vampire is just another disap- 
pointing horror movie, produced in a rush with- 
out any talent whatsoever. The authors, 
neglecting the evolution of the public’s tastes. 
limit their own inspiration to an array of gross 
tricks which, at best, could have frightened our 
grandmothers, We are a witness to a yeritable 
feast of hemoglobin that, even 


in color, is more 
liable to provoke a few laughs than real shivers, 
The color and make-up are particularly hideous 
and if there isa horror aspect, here, well, it lies 
in the gratuitous repugnance of this useless 
piece of work.» That's how Blood of the 
Vampire was “hailed”, in an article by Prangois 
Chevassu, printed in La Saison Cinématogra- 
phique 1960. 
As for the C.C.R.T, (the French Catholic 
Centre of Cinema, Radio and Television), it 
obviously advised against going to see the 


HOMLO VOLT - RRA SELEY 


INCEAT BALL - VICTOR MADOERN 
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movie, publishing the following notice: «The 
scenes of cruelty or, to use a more precise term, 
sadism, this movie, in its romanticized mys- 
tery-film-like plot, takes pleasure in, can only 
be inauspicious for the most sensible and sensi- 


tive souls.» 

Fortunately, later reviews were to be much dif- 
ferent. Beginning with Michel Nuridsany’s 
article “Welcome Monster Lovers”, published 
in the first issue of the magazine Midi-Minuit 
Fantastique, May 1962: «The conception of 
color itself’ brings Cass’ Blood of the Vampire 
closer to Fisher’s Dracula. But Fisher’s amaze- 
ment with horror is counterbalanced by Cass’ 
fascination with terror: Lucy desires the bite of 
the vampire, she dresses and prepares herself 
for the vampiric ceremony as if she were going 
to a party (the erotic factor is always wonderful 
in Fisher’s films, much like the one featured in 
Moreau’s or Belen’s works and the shivers a 
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always disturbing), in Cass’ movie, however, 
which is a purely Sadeian film, by the way, the 
countless scenes of horror, torture, yivisection 
(with the addition of dogs devouring their mas- 
ters) are always fascinating, yet not disturbing. 
Blood of the Vampire is a sumptuous symphony 
in red, gold and black, where the reds of the 
blood and the stained glass of Venice mix up 
with the blacks of the dresses and the curtains 
(ud. Not only are Peeping Tom, Blood of the 
Vampire, Horrors of the Black Museum a hun- 
dreds times better than Dreyer’s Vampyr, which 
is featured in every book dealing with the his- 
tory of cinema and is regularly shown in movie 
clubs worldwide, yet also than many films 
highly praised by an audience that, unfortu- 
nately, knows nothing about fantasy cinema.» 


Jean-Pierre Bouyxou has never kept secret his 
admiration for Henry Cass’ movie, principally 
in his excellent essay La Science-fiction au 
cinéma (1971): «Blood of the Vampire refers 
directly to the very precise aesthetical and fun- 
damental rules of this type of cinema [British 
horror cinema, editor’s note}: this movie has it 
all: the maniacal precision of its direetion, a 
very “refined” technique, an effective musi 
“monstrously” sublime make-up, the Victorian 
scenographies, a brilliant start and a “crescen- 
do” of violence, since the systematic compo- 
nents of each one of these movies were the Vio- 
lence, the brutality and the effectiveness of hor- 


ror, in all of their variants. 
«{...] However surprising the film’s final out- 
come may be (Cass was usually the author of 


Billie Whitelaw in the “nude” edition of The Flesh and the Fiends, directed by John Gilling. 
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a 


A peculiar Sadeian situation masterfully portrayed in the renowned 
Baker & Berman-style: after having discovered her true identity, 
prison Inspector Auron (Bryan Coleman) tries to rape Madeleine with 
the weapon of blackmail 


boring melodramas), even the most reticent 
spectator can’t help but recognize its wanton 
effectiveness: Blood of the Vampire puts the 
audience directly in front of the ultimate horror. 
without resorting to a simple expedient or a 
cheap ploy. Everything has been carefully 
arranged for that: the dirty and cruel characters, 
the scenographies streaming with filth (painted 


with an illusionistic style, which, by the way, 
doesn’t detract anything from their highly sor- 
did aspect), the sober colors that make one 
scream with bewilderment, the nauseating 
details (the blood-stained apron of Callistratus, 
the rat-infested cells, the camera movements 
showing ghastly human remains), the torture of 
chained people, and so on. 

«Some people |...) have compared the movie 
with Dracula, as originally conceived by Bram 
Stoker. However, Dracula reveals a sort of 
dark, lyrical Romanticism: Blood of the 
Vampire. on the other hand, belongs in the most 
sordid type of poetry, that of moral debasement 
and infamy.» 

Jean-Pierre Bouyxou had the occasion to come 
back to this subject again, specifically with the 
eighteenth number of his much-lamented mag- 
azine Fascination, wherein one can find the 
first part of a magnificent dossier dealing with 
the golden age of British horror movies (which, 
as Bouyxou is fond to point out, will «ultimate- 
ly fall into the most embarrassing of degenera- 
tions»), 

About Cass’ work «which can be considered as 
the very first “pure horror movie” in the histo- 
ry of cinema,» Bouyxou wrote: «The authors 
manage to provoke a sense of uncasiness in the 
audience through the hoarding of a series of 
sordid and ghastly details, However, thanks to 
the constant use of eroticism, this uneasiness 
becomes progressively more ambiguous, there- 
fore the old attraction/repulsion equation had 
never been so masterfully represented on a sil- 
ver screen hefore. A veritable moment of toxic- 
ity, Blood of the Vampire is an exception in the 
sad filmography of its director [...], a master 
piece, an unparalleled demonstration of a pos- 
sible “Sadcian” way to cinema.» 


Beauties and the Brutes, or sex and violence in two Baker & Berman’s movies: The Flesh and the Fiends (1960) and Jack the Ripper (1959). 


An opinion shared by Gilbert Gosseyn who, in 
his essay “Sade a l’écran” (published in Star 
System, no. 1, December 1976), simply defined 
this film as «the ultimate Sadeian movie.» 
Another admirer of the movie, 
Sabatier, wrote in a very interesting book 
which, unfortunately, has been out of print for 
many years, therefore extremely hard to find, 
Les Classiques du cinéma jantastique (1973y 
«Blood of the Vampire, one of the highest 
accomplishments of English gothic terror, com- 
bined, a quarter of century later, the most beau- 
tiful delirious frenzies of the Hollywood pro: 
ductions of the “30s. Someone may object th: 
the task of helming an absolute masterpiece 


Jean-Marie 


must have been a relatively simple one for 
obscure artisan, with such Masters of 
Ceremonies as Jimmy Sangster, screenwriter, 
Monty Berman, camera operator, and Robert S 
Baker, producer, assisted by Barbara Shelley, 
Donald Wolfit and Vitor Maddern. However, 
in this admirable movie where every frame is 
an integral part of the cohesion of the whole, 
the role of the director is fundamental, because 
only this aspect, thanks to its simple, yet, at the 
same time, conscious naiveié, delivers the ti- 
umph — in place of a traditional type of 
baroque produced by a cumulation of factors 
— of a type of baroque deriving from sobriety 
Cass managed to recapture the sharp narrative 
of the great American classics, their cold and 
sadistic madness, their hypocritically rational 
development, a bit like the adventures of Harry 
Dickson, where the logical explanation is even 
more delirious than the fact it is supposed to 
shed a light into. 

“{..] Unbounded and genial, Henry Cass 
movie sounds like the last goodbye to the 
beloved ingredients of American movies. 
During the same year, while shooting Revenge 
of Frankenstein and Horror of Dracula, Fisher 
will be destined to found a new order.» 

As far as I'm concerned, Blood of the Vampire 
remains one of my favourite cult movies, even 
more so than the other two Baker and Berman- 
produced terror films. 

Blood of the Vampire is undoubtedly the first 
“gory” horror movie ever, even though its 


blood-filled scenes may seem quite 
trained” today. if compared with the 
xcesses” characterizing horror cinema from 
the 1970s onward. 

Ever since its prologue, the film’s general tone 
is clearly well-defined: an enormous stake is 
hammered into the body of a man accused to be 
a vampire, The opening titles, then, roll by as 
we are shocked by the sight of a blood-stained 
sudarium! A scene which, incidentally, will one 


day inspire Don Sharp for the opening craw of 


Kiss of the Vampire, « 1963 Hammer Film pro- 
duction, 

Then we are witnessed to a succession of 
shockin; 
au 


scenes, giving no rest to the unwary 
a filthy tavern where the sudden 
appearance of a horrible cripple abruptly puts 
an end to a cheerful atmosphere; a sinister mill 


ne 


where the hunchbacked servant slaughters @ 
bogus physician who was expecting too much 
after having performed a daring surgical opera- 
tion; several foul experiments performed in the 
dungeons of the fortress-turned-lunatic asylum, 
during which the prisoners are emptied of their 
own life-blood; several assorted mutilations: 
more than a few chained women who provoke, 
beyond measure, the libido of the monstrous 
ervant; sadistic guardians; prisoners eaten 
alive by extremely ferocious hound dogs 

All the countless, filthy, disgusting and 
macabre images, combine to amplify the ten- 
sion of this shocking, Sadeian piece of work, 
although Dr. Callistratus (what a sublime 
name!) is not quite a veritable Sadeian charac- 
ter. Unlike, for instance, Count Zaroff, his 
actions are not dictated by his sexual and sadis- 


The Hellfire Club (1960), a movie written by Sangster and produced by Baker & Berman. 
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c impulses, his own purposes are purely 
istic: find a way to save his own life! That's the 
main difference with, to make a simple exam- 
ple, the two villains of the famous Mill of the 
Stone Women, who perform their atrocious 


‘g0- 


experiments for the love of a young leukoemia- 
plagued woman 

‘The film’s screenwriting chores fell on Jimmy 
Sangster, who had already authored the script 
of the above mentioned The Trollenberg Terror 


Sangster is also known as Hammer's most 
famous and gifted screenwriter and can proba- 
bly be considered as English terror cinema's 
most interesting author. As a matter of fact 
Sangster wrote the scripts of the mythical The 
Curse of Frankenstein (1957), Dracula (1958), 
The Revenge of Frankenstein (1958), The Man 
Who Could Cheat Death (1959), The Mummy 
(1959), Brides of Dracula. (1960), Paranoiac 
(1963), 

In the book recounting his memories, Do You 
Want It Good or Tuesday?, Sangster admits he 
doesn't even remember Blood of the Vampire. 
It is curious to point out how his script for The 
Revenge of Frankenstein, initially titled The 
Blood of Frankenstein, features several analo- 
gies with that of Blood of the Vampire 

‘As a matter or fact, Dr. Frankenstein and Dr. 
Callistratus do not hesitate to use poor, unlucky 
men for their experiments. Moreover, the two 
scientists are considered dead by the authori 
: in Callistratus’ case, because his heart has 
been pierced by a wooden stake; in Franken- 
stein’s case, because he has been guillotined (a 
destiny, in reality, avoided at the last minute 
thanks to a brilliant trick). Despite all this, 
these two masterpieces differ quite consider: 
ably. Fisher, disturbed by the sadistic excesses 
of Sangster’s first two scripts, would see to that 
these components were “made more accept- 
able” to general audiences. That wasn't the 
case with Henry Cass (born in London in 
1902), or, to be more precise, with Baker and 
Berman, who can be considered as the real 
authors of Blood of the Vampire, if we compare 
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this movie with their previous productions. As 
a matter of fact, Cass would take charge of the 
actors’ direction, while Berman himself would 
direct several scenes, as well as being credited 
as co-producer and director of photography. 

In the role of the villainous Callistratus, Donald 
Wolfit is simply wonderful. His make-up con- 
jures up the spirit of Bela Lugosi’s Dracula. 
However, let's dare to be sacrilegious here, 
Wolfit is cven more impressive, By managing 
to avoid to fall into ham-acting, the actor per- 
fecily portrays the monster hidden behind a 
character gifted with an extraordinary cold 
blood coupled with an unctuous manner, 
ready seen in an English fantasy movie, 
Svengali (1954), by Noel Langley, Donald 
Wolfit (who died of a heart attack in 1968, 
when he was 66 years old), would, unfortu- 
nately, never have a successful career in terror 
ma. At best, he would just make a brief 
pearance, in an uninteresting role, in the 
ench and English versions (very different 
from each other, the French one being, by far, 
the most interesting, since it was longer and 
featured several sexy overtones) of the 
extremely well-made Les Mains d’Orlac / The 
Hands of Orlac (1960), by Edmond T Greville. 
As regards to this movie, we'd also like to point 
out that, unlike what certain critics strive to 
assert and, probably, contrary to what had orig 
inally been planned, Wolfit wasn't replaced at 
all by Antoine Balpétre in the French version 
Mainly revered as a brilliant Shakespearian 
theatre actor and appointed Sir in 1957 (cer- 
tainly not because of his performance as 
Callistratus!), Wolfit appeared in several differ- 
ent movies, but he would have remained prac- 
tically unknown to film-buffs worldwide had 
he not interpreted the villainous protagonist of 
Blood of the Vampire. 

The same can be said about Victor Maddern 
(born in 1926), who started his film-career in 
1950. His roles in such movies as Bunny Lake 
Is Missing (1965). Circus of Fear (1967) or The 
Lost Continent (1968), passed completely 
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unnoticed, even by the fans of fantastique. As a 
matier of fact, genre-bulf usually remember 
him only for his appearance in Blood of the 
Vanipire, where, thanks to Jimmy Evans’ effee- 
tive make-up, he portrays Carl, Dr. Callistratus” 
horrible assistant. A monstrous being who, after 
all, results more “likeable” than his 
since he feels something akin to love for the 
gorgeous Madeleine (Barbara Shelley). A 
remarkable role, in which, however, Maddern 
is altered beyond recognition. As a matter of 
fact, only a small percentage of movie-butfs 
knows his real face... A fate he was to share, a 
few years later, with Ricardo Valle, who por- 
trayed a jar character, Morpho, as seen in 
The Avsfiul Dr. Orlof (Gritos en la Noche), 

On the contrary, is it still necessary to mention 
the wonderful Barbara Shelley, whose career is, 
perfectly known by any serious movie-buft? 
It’s sufficient to list some of her films: Cat Girl 
(1957), Village of the Damned (1960), The 
Shadow of the Cat (1961), The Gorgon (1964), 
Dracula Prince of Darkness (1966) and, above 
all, the disturbing Quatermass and the Pit 
(1967), by Roy Ward Baker. 

During the golden age of English horror cine- 
ma, the British censorship was infinitely more 
severe than that of most of the other democrat 
ic countries, Let’s not forget that, in France, 
such movies as Quatermass Xperiment (1956), 
The Curse of Frankenstein (1957), Brides of 
Dracula (1960), The Stranglers of Bombay 
(1960) or The Mummy (1959), were released in 
their integral version and even rated PG, while 
in England, on the other band, they were striet- 
ly X-rated! As if all this were not enough, many 
or these movies saw their most “shocking” 
scenes edited out, despite their X-rating! 

Even Blood of the Vampire failed to avoid the 
scissors of the B.B.F.C. (British Board of Film 
Censors), The most remarkable cuts are three: a 
first scene where a travelling shot shows us, in 
the foreground, a human head in a transparent 
jar, several assorted blood-filled organs and 
other gory details; the following scene ends up, 


in the English edition, when Callistratus runs a 
needle into the jugular of his victim, while, in 
the uncensored version, we can “admire” the 
blood flowing into 2 cannula as big drops of 
viscous red liquid fill up a glass yessel, des: 
tined to be used for the next transfusion: even 
the frame showing a few drops of blood drip- 
ping out of Carl’s mouth, after having been shot 
down by a guard, has been edited out of the 
British version, 


‘The differences between the English and 
French copies of this movie, unfortunately, do 
not limit themselves to these few (yet extreme- 
ly annoying) cuts, Baker and Berman were the 


rst English terror movies producers who had 


the idea of editing special cuts of their works 
destined to more “liberal” rarkets, 

In the case of Jack the Ripper, The Flesh and 
the Fiends and The Hellfire Club, these differ- 
ences are represented by a series of Very short 
sequences shot in two different versions: one 
(as distributed in Great Britain) where the 
female extras are totally dressed, the other 
Where those women are, more or less 
undressed, showing at least their naked breasts, 
Unlike what we might have hoped, there is no 
alternative, “undressed” version of Blood of the 
Vampire. There is, however, a “special” version 
destined 0 the foreign markets, featured in 


such countries as France, Italy and Japan, 


which includes a long sequence, rather deli 
ous for that era: the one in which Carl sadist 
cally molests the beautiful, very low-necked 
dressed prisoners, chained in the castle's crypt 
Then Carl chloroforms the poor, unlucky 
young woman destined to be bled to death by 
Doctor Callistratus, who accomplishes this task 
without hesitation. 

For more than twenty years has this memorable 
scene been an integral part of all the French 
copies, getting progressively more short as 
time went by, not because of censorship, but for 
the cuts brought along by several projection- 
room operators/collectors (other movies have 
met with the same fate, in France, as in the case 


of The Awful Dr: Orlof), 
It is also interesting to point out how the movie, 
due to its long absence from English movie- 
halls, has long been considered as a lost picture 
by such critics as David Pirie (in A Heritage of 
Horror, 1973) and Phil Hardy (in his Aurum 
Film Encyclopedia: Horror, 1985), thoroughly 
convinced that all the film’s copies had bee 
either desirayed or lost! Fortunately, that was 
not the case. (PC) 


arlstadi, 1879. Dans un asile d’aliénés 
criminels régnent en maitre le docteur 
Callistratus et son fiddle serviteur Carl 


mvet et diforme. Un jeune médecin, John 
Pierre, est incarcéré injustement dans |’asile de 
illistratus qui lui propose de travailler avec 
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lui & des recherches sur les groupes sanguins. 
Jobn se rend compte que Callistratus se sert des 
prisoniers (et de belles filles kidnappées) pour 
faire d’horribles expériences, Ayant appris la 
triste (mais fausse) nouvelle que John, son fian. 
cé, est mort, Madeleine réussit & se faire enga- 
ger comme gouvernante chez Callistratus. Le 
docteur découvre sa vraie identité et entraine 
Madeleine dans son laboratoire, situé dans de 
lugubres erypies, of John aussi est enchainé. 
Callistratus lui raconte qu'il avait découvert le 
moyen de conserver la vie malgré l'apparence 
de la mort et de ressusciter les gens en leur 
greffant un ceeur nouveau. Considéré comme 


un vampire, il fut condamné et on lui transper- 
ga le cceur avec un épieu de bois, mais Carl 
avait pu le sauver avec aide d’un médecin 
louche et alcoolisé, Malheureusement Je coeur 
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Barbara Shelley as damsel in distress Madeleine. 


qu’on lai avait greffé avait déclenché une grave 
infection hématique, et c'est pour la guérir qu'il 
fait toutes ces recherches. Callistratus veut se 
servir de Madeleine pour une nouvelle expé- 
rience. Aprés avoir inoculé sa maladie 4 Kurt, 
un prisonnier horriblement mutilé, il remplace- 
ra son sang par celui de la fille, S’il réussit, il 
sera sauvé.. 


Apres le succés mondial de Frankenstein s'est 
échappé! (The Curse of Frankenstein, 1957) de 
Terence Fisher, 1a Hammer Film est devenue 
céldbre avee une longue série de films d’épou- 
vante dont I"ge d'or se situe a mon avis au 
cours des années 1958-1960 avec les euvres 
remarquables de Fisher comme La Revanche 
de Frankenstein (The Revenge of Frankenstein, 
1958), La Malédiction des pharaons (The 
Mummy, 1959), The Two Faces of Dr. Jekyll 


(1960), La Nuit du loup-garou (The Curse of 


the Werewolf, 1961), et aussi les deux meilleurs 
Dracula, Le Cauchemar de Dracula (Dracula, 
1958) et Les Mattresses de Dracula (Brides of 
Dracula, 1960) 

D’ autres producteurs anglaises ont profité de ce 
renouveau du cinéma d’épouyante pout propo- 
ser des films parfois plus délirants comme 
Crimes au musée des horreurs (Horrors of the 
Black Museum, 1959) d’ Arthur Crabtree, Le 
Cirque des horreurs (Cireus of Horrors, 1960) 
de Sidney Hayers, sans oublier bien sir 'ceuvre 
plus ambitieuse de Michael Powell qui scanda- 
lisa la critique bien-pensante britannique, Le 
Voyeur (Peeping Tom, 1960). A la différence 
des productions Hammer, ces films se dérou- 
lent tous 4 |'époque contemporaine et délais- 
sent les monstres du fantastique au profit des 
criminels maniaques sexuels. 

Associés depuis 1948 en eréant leur maison de 
production, Tempean Films, Robert S, Baker 
(Londres, 1916) et Monty Berman (Londres, 
1913) se sont aussi momentanément intéressés 
au cinéma de terreur en produisant un tres bon 
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petit film de SF et d’angoisse, The Trollenberg 
Terror (1958), évidente filiation des deux ex- 
cellents Quatermass produits par la Hammer. 
The Trollenbere Terror fut distribué aux Etats- 
Unis et en Italie sous les titres The Crawling 
Eye et I Mostri delle rocce atomiche, mais il 
demeure malheureusement inédit en France. 

Apris cet essai fort réussi, Baker et Berman 
vont continuer a suivre exemple de la Ham- 
mer en nous offrant trois chefs-d'ceuvre de 
épouvante: Le Sang du vampire (Blood of the 
Vampire, 1958), Jack I'éventreur (Jack the 
Ripper. 1959) et L'Impasse aux violences (The 
Flesh and the Fiends, 1960). Trois films admi- 
tables, comportant bien des points communs 


Madeleine and John prisoners of Dr. Callistratus. 


les distinguant quelque peu des films réalisés 
par Fisher. Chez Baker et Berman, pas de 
monstres: vampires, loups-garous et autres 
momies sont délaissés au profit d'un autre 
genre de monsires, ceux-la bien réels, Le sur- 
naturel brille par son absence. On se complait 
dans des univers malsains, sordides, ot évolue 
une incroyable galerie de personnages dégéné- 
sadiques, voire méme sadiens, Aucune 
couche de la société n'est épargné: des bour- 
geois richissimes et libidineux, aux docteurs 
dépravés, vaniteux mais incapables, aux épaves 
de la société, toutes aussi sans morale et sans 
scrupules. On note aussi I’absence de tout folk- 
lore religieux et des hommes d’église. 

«Le Sang du vampire west qu'un de ces 
pénibles films d’horreur, réalisés a la hate et 
sans le moindre talent. Les auteurs, négligeant 
Pévolution du public, limitent leur in: 
une accumulation de trucs grossiers qui eussent 
pu, a la rigueur, faire trémir nos grands-méres. 
On y assiste & une yéritable débauche d’ hémo- 
globine qui, méme en couleur, porte 
& sourire qu’a frémir, Les couleurs et les 
maquettes sont particuligrement hideuses et, 
S'il y a ici un sujet d’horreur, c’est bien la lai- 
deur abusive de cette ceuvre inutile», Sous la 
plume de Francois Chevassu, Le Sang du vam- 
pire fut ainsi accueilli dans La Saison Cinéma- 
tographique 1960, 

De son c6té, 1a C.C.R-T, (Centrale Catholique 
du Cinéma, de la Radio et de la Télévision) 
déconscillait bien entendu le film, en publiant 


avis suivant: «Les scénes de cruauté, voire de 
sadisme dans lesquelles se complait ce film & 
Vintrigue policiére et romanesque, ne peuvent 
qu’ étre néfastes aux esprits faibles et motifs» 
Heureusement, on a pu lite depuis des avis bien 
différents, Tout d’abord, sous la plume de 
Michel Nuridsany, dans article “Welcome 
Monster Lovers”, paru dans le premier numéro 
de Midi-Minuit Fantastique, en mai 1962: 
«Une méme conception de la couleur rap: 
proche également le Cass de Blood of the 


Callistratus sets out to perform one of his gruesome experiments in the secret laboratory set up in the dungeons of the asylum. 


Vampire de Dracula de Fisher, Mais a |"émer- 
veillement dans I’horreur chez Fisher s'oppose 
Ja fascination dans la terreur chez Cass: Lucy 
désire la morsure du Vampire, elle s’habille et 
se prépare comme pour une féte pour la céré- 
monie vampitique (I'érotisme est merveilleux 
chez Fisher, comme il lest chez Moreau ou 
Belen et les vertiges sont toujours éblouis- 
sants), dans Je film de Cass qui est un film 
purement sadien, les nombreuses scénes de tor- 
ture et d’horreur: vivisection, chiens dévorant 
leur maitre, etc., sont fascinantes, non éblouis 
santes. Blood of the Vampire est une somptueu- 
se symphonie en rouge, en or et noir oii le 
rouge du sang et du verre de Venise se méle au 
noir des vétements et des tentures. [...] Peeping 
Tom, Blood of the Vampire, Horrors of the 
Black Museum sont cent fois supérieurs non 
seulement au fameux Vampyr de Dreyer qui 
figure dans toutes les histoires du cinéma et 
passe réguliérement dans les ciné-clubs, mais 
encore a bien des films tenus en haute estime 
par un public qui ignore tout du cinéma fantas- 
tique». 

Jean-Pierre Bouyxou n'a pas caché son admira- 
tion pour le film de Henry Cass, tout d’abord 
dans son excellent ouvrage sur La Science-fic~ 
tion au cinéma (1971): «C'est aux régles esthé- 
tiques et fondamentales trés précises de ce 
cinéma [le cinéma d’horreur britannique, n.d.r.] 
que se référe directement Le Sang du vampire 
oi rien ne manque: précision maniaque de la 


mise en scéne, technique “lechée”, musique & 
effets, maguillages monstrucusement sublimes, 
décors victoriens, distribution étincelante, sur- 
enchére dans la violence, brutalité et efficacité 
de l’horreur étaient, 2 quelques variantes pres, 
les sysiématiques composants de chayue film 
«{...] Pour étonnante que soit la réussite du film 
(Cass étant habituellement l’auteur de mélos de 
tout repos), force est au spectateur le plus réti- 
cent de reconnaitre son impudique efficacité: 
Le Sang du vampire confronte directement, 
sans biais ou faux-fuyant, son spectateur avec 
Vhorreur absolue. Tout est mis en ceuvre pour 
cela: personnages laids et cruels, décors gluants 
de crasse (et peints sur toiles en trompe-I’ceil, 
ce qui n’enléve rien a Jeur aspect hautement 
sordide), couleurs erues 8 hurler, détails Gecu- 
rants (Je tablier de Callistratus, Mex-vampire, 
est maculé de sang; les cellules sont infesiées 
de rats; la caméra se proméne parmi d’im- 
mondes debris humains), tortures 8 la chaine... 
«On a [...] rapproché le film de Dracula tel que 
Vavait imaginé Stoker. Mais Dracula reléve du 
romantisme noir lyrique: le Sang du vampire 
appartient A la poésie du sordide, du laid et de 
Vinfame». 

Jean-Pierre Bouyxou eut Moceasion de revenir 
sur ce film, notamment dans le no. 18 de son 
regretté Fascination ob était publige la premie- 
re partie d'un magnifique dossier consacré & 
Page d'or de I'épouvante britannique (qui, 
comme le signale & juste titre Bouyxou, som- 


brera, «pour l'essentiel, dans la plus désotante 
des dégénérescences»). A propos de I'ceuvre de 
Cass «qu’on peut considérer comme le premier 
film d’horreur pure de toute histoire du ciné- 
may, Bouyxou écrivait: «Par l'accumulation de 
détails sordides et répugnants, c'est le malaise 
qu’on cherche & provoquer chez le spectateur. 
Mais, par un recours constant a I’érotisme, ce 
jaise s'enrichit d’ambiguité et jamais la 
Vieille Equation répulsion/attraction n'a été 
aussi magistralement illustrée & I’écran, 
Authentique moment de vénénosité, Blood of 
the Vampire est une exception dans la more 
filmographie de son réalisateur |...), un chef 
d'ceuvre, une démonstration unique de ce que 
pourrait étre un cinéma yéritablement sadien». 
Un avis partagé par Gilbert Gosseyn qui, dans 
son étude “Sade a I’éeran” (dans Stars System 
no. 1, décembre 1976) se contentait de noter: 
le film sadien par excellence» 

Autre admirateur du film, Jean-Marie Sabatier 
Gerivait de son cOté dans un autre ouvrage hélas 
introuvable depuis longtemps, Les Classiques 
du cinéma fantastique (1973): «Blood of the 
Vampire, 'un des plus hauts sommets du 
gothique anglais, renouant par-dela un quart de 
sitcle avec les plus beaux délires hollywoo- 
diens des années trente, On objectera qu'il était 
aisé pour un obscur artisan de tourner un abso- 
lu chef-d’ceuvre quand président Jimmy 
Sangster, scénariste, Monty Berman, chef-opé- 
rateur, Robert S. Baker, producteur, et qu’offi- 
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cient Barbara Shelley, Donald Wolfit et Vietor 
Maddern. Pourtant, dans ce film admirable ot 
chaque plan est indispensable a la cohésion de 
ble, la part de la mise en scene est 
essentielle car elle seule, dans sa simplicité et 
sa naiveté voulues, fait triompher, au lieu d'un 
traditionnel baroque de l’accumulation, un 
baroque du dépouillement. Cass a parfaitement 
scheresse narrative des grands 
classiques américains, leur folie sadique et gla 
cée, leur démarche hypocritement rationnelle, 
un peu & la maniére o2, dans les aventures de 
Harry Dickson, lexplication “logique” est 
encore plus démente que les faits qu'elle est 
censée éclairer. 

{.] Démesuré et génial, le film d’Henry Cass 
résonne, comme un dernier adieu aux chers 
ingrédients du film américain, La méme année, 
en tournant Revenge of Frankenstein et Horror 
of Pracula, Fisher fondera un ordre nouveau». 


Vensex 


su retrouyer Iu 


Par ma part, Le Sang du vampire demeure l'un 
de mes “films-cultes” préférés, instar des 
deux autres films de terreur de Baker et 
Berman, 

Le Sang du vampire est sans doute le premicr 


film d'horreur gore méme si ses scénes san- 
glantes paraissent maintenant bien timides face 
aux exces du cinéma d’épouvante des années 
soixante-dix et suivantes. 

Dis le pré-génériqu 
me pien est enfoneé dans le corps d’un homme 


Je ton est donné: un enor 
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accusé d'étre un vampire, Le générique se 
déroule alors sur le suaire blanc éclaboussé de 
sang! Une scéne qui, soit-dit en passant, inspi- 
rera Don Sharp pour le début du Baiser du 
vampire (Kiss ef the Vampire), une production 
Hammer de 1963. 

De nombreuses scénes chocs se succédent 
alors, ne laissant aucun répit aux spectateurs: 
bouge sordide ow I’apparition soudaine d’un 
horrible nabot met brutalement fin & une atmo- 
sphere joyeuse: moulin sinistre ott le serviteur 
bossu trucide un docteur marron qui se mon- 
trait trop exigeant aprés avoir accompli une 
audacieuse opération chirurgicale; expériences 
ignobles dans les souterrains du chateau-fort 
servant d’asile d’aliénés od les prisonniers sont 
vidés de leur sang; mutilations diverses, 
femmes enchainées exacerbant les manies libi- 
dineuses de horrible serviteur bossu, gardiens 
sadiques, pr 


onniers dévorés vifs par de terri- 
fiants molosses 

Toutes les innombrables images sordides, répu- 
gnantes et macabres ne font qu’augmenter la 
tension de cette ceuvre sadienne a I’atmosphére 
Stouffante. Bien gue le Dr. Callistratus (quel 
nom sublime!) ne soit pas a proprement dire un 
personnage vraiment sadien. A la différence par 
exemple du comte Zaroff, il n’agit pas poussé 
par des instincts sexuels, sadiques, mais dans 
un but purement égoiste: trouyer un moyen 


pour sauver sa propre existence. 


n cela, il se 


IL SANGUE 
DELVAMPIRO 


OR @ 


Blood of the Vampire. \talian “cineromanzo” cover (above); Barbara 
Shelley and Donald Wolfit in a publicity photo (left). French press- 
book cover and poster (opposite). 


distingue des agissements des deux criminels 
du fameux Moulin des supplices qui se livrent 
A d'atroces expériences par amour pour une 
jeune leucemigue. 

Le script de ce film fut confié & Jimmy 


Sangster, dja auteur du scénario pour le sus- 
mentionné The Trollenberg Terror, D’autre 
part, Sangster est connu comme le scénariste le 
plus célébre et le plus doué de la Hammer 
inéma d 

tannique. A Sangster on doit le scénario des 
mythiques The Curse of Frankenstein (1957), 
Dracula (1958), The Revenge of Frankenstein 
(1958), The Man Who Could Cheat Death 
(1959), The Mummy (1959), Brides of Dracula 
(1960), Paranoiac (1963), 

Dans ses mémoires, Do You Want li Good or 
Tuesday?, Sangster ayoue ne plus guéte se sou- 
venir du Blood of the Vampire. Assez curicuse- 
ment, son script de The Revenge of Franken- 
stein, d’abord intitulé The Blood of Franken: 
stein, présente quelques points communs avec 
celui du Sang du vampire 

Ainsi, le docteur Frankenstein et le docteur 
Callistratus n’hésitent pas a s 


Films et, peut-étre, du ouvante bri 


servir de mal- 
heureux pour leurs expériences, Et les deux 
savants sont censés étre morts pour les autori- 
1s: Callistratus ayant le eceur transpereé par un 
pieu de bois et Frankenstein guilloting (un sort 
qu’il €vitera de justesse grice & un habile stra- 
tagéme). Malgré tout, ces deux chefs-d’ceuvre 


HADIS présente 


différent trés nettement I"un de Mautre 
Fisher fut assez géné par les excés sadiques des 
premiers sujets de Sangster et se serait employé 
A ramener ce flot a davantage de mesure. Ce ne 
fut point le cas chez, Cass, ow plutot Baker et 
Berman qui peavent sans doute étre considérés 
comme les vrais auteurs du Sang du vampire, si 
V'on compare ce film & leurs productions sui- 
vantes. En fait, 
direction des acteurs, Co-producteur et direc 


Cass se serait occupé de la 


teur de la photo, Berman aurait lui-méme réali- 

sé de nombreuses séquences. 

Dans le rdle de lignoble Calliswatus, Donald 

Wolfit est tout simplement fabuleux. Son 
en 


maquillage évoque quelque peu Bela Lugosi 
Dracula, Mais, osons le sacrilége, Wolfit est 
encore plus impressionant, Evitant toujours la 
cabotinage, Donald Wolfit inearne a la perfec- 
tion un monstre qui se cache derrigre un per- 
sonnage doué d'un extraordinaire sang-froid et 


aux manidres polies. 
Déja vu dans un film famtastique anglais, 
Svengali (1954) de Noel Langley, Donald 
Woltit (décédé dune crise cardiaque en 196 
66 ans) ne fera hélas pas carriére dans le film 
a’épouvante, Tout au plus, il apparaitra brigve 
ment dans un role sans intérét dans les versions 
francaise et anglaise (différentes l'une de 


a 


autre, la yersion francaise étant la plus inté- 
ressante, la plus longue et la plus sexy) du wes 
réussi Les Mains d’Orlac / The Hands of Orlac 
(1960) d*Edmond T. Gréville (toujours A pro- 
pos de ce film, signalons que, contrairement a 
ce que certains s’évertuent 2 aflirmer, Wolfit 
n’est nullement remplacé par Antoine Balpétré 
dans la version francaise, comme cel 


aurait 6é 


DONALD WOLFIT 
BARBARA SHELLEY 
VINCENT BALL 
ICTOR MADDERN 


HENRY CAS 


peut-étre prévu...). Donald Wolfit, surtout répu- 
1é comme étant un brillant acteur de thédtre 
shakespearien, devenu Sir précisement en 1957 
(mais certainement pas a cause de son interpre- 
tation de Callistratus!), a tourné dans des films 


aussi divers qui n’aurait guére laissé de traces 


dans histoire du cinéma, & l'exception préci- 
sement du Sang du vampire, 

Ilen est de méme avec Victor Maddern (né en 
1926) qui débuta sa carrids raphique 
en 1950. Ses rdles dans des films tels que 
Bunny Lake Is Missing (1965), Circus of Fear 
(1967) ou encore The Lost Continent (1968) 
sont pussés complétement inapergus, méme 
auprés des fantasticophiles. En fait, coua-ci se 


souviendront de Iui uniquement dans le Sang 
du vampire ov, maquillé & la perfection par 
Jimmy Evans, il joue Carl, horrible assistant 
du Dr. Callistratus. Un étre monstruex. mais 
néanmoins plus sympathique que son maitre 
puisqu’il éprouve un certain amour pour 1a 
superbe Madeleine (Barbara Shelley). Un rile 
remarquable ot Maddern est cependant totale- 
ment méconnaissable. En fait, fort peu de cin: 


philes connaissent son vrai visage... Un sort 
que partagera quelques années aprés Ricardo 
Valle en campant un personage similaire: 
Morpho, I'ime damnée de I'Horrible docteur 
Orlof 

Par contr 


st-il encore nécessaire de parler de 
la merveilleuse 
cinéphiles dignes de ce nom connaissent par- 
faitement la carriére? Il suffit de rappeler 
quelques uns de ses films: Cat Girl (1957), The 
Shadow of the Cat (1961), The Gorgon (1964), 
Dracula Prince of Darkness (1966), Rasputin 


Barbara Shelley dont tous les 


the Mad Monk (1966) et surtout I’étonnant 
Quatermass and the Pit (1967) de Roy Ward 
Baker 

Lors de 1 
censure de ce pays était dé 


ge d'or de I"épouvante anglaise, la 


infiniment plus 


sévére que les censures de la plupart des autres 
démocraties, dont naturellemeat la France 

N'oublions pas que chez nous, des films pré- 
sentés en versions intégrales et autorisés meme 
aux enfants, comme Le Monstre (Quatermass 
Experiment, 1956), Frankensiein s'est échap 
pét (The Curse of Frankenstein, 1957), Les 
Mairresses de Dracula (Brides of Dracula, 
1960), Les Etrangleurs de Bombay (The 
Stranglers of Bo 
Malédiction des pharaons (The Mummy, 1959) 
Gtaient classés "X 
strictement interdits aux mineurs! De plus, un 
bon nombre de films anglais ont été privés de 
leurs scénes chocs, malgré leur classement 


ay, 1960) ou encore La 


en Angleterre, c'est a dire 


X”. Le Sang du vampire aussi n’a pas échap- 
pé aux griffes du BBFC (British Board of Film 
Censors). Trois coupes sont déja a signaler: une 
premiere scéne ou un travelling nous présente 


en gros plan une téte humaine dans un bocal 
divers débris humains bien sanguinolents et 
autres réjouissances; la scene suivante se termi- 
ne, dans la version anglaise, lorsque Callistra- 
tus enfonce une aiguille dans 1a jugulaire du 
‘malade”, alors que dans la version non censu- 
rée on voit le sang s°6couler dans un tuyau et 
alors de grosses gouttes bien rouges et vis- 
queuses remplissent un bocal de verre utilisé 
pour la prochaine transfusion sanguine; dans la 
Version anglaise on a coupé aussi le plan ot des 
coulent de la bouche de Carl 


gouttes de san 
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qu'un gardien vient d’abattre. 

Les différences existantes entre les copies 
anglaises et frangaises ne se limitent pas seule- 
ment 4 ces coupes peu nombreuses (mais néan- 
s fort génantes), Baker et Berman ont &é 
les premiers producteurs anglais de films 
d’épouvante A avoir préparé des versions spé- 
cialement destinges & exportation vers des 
pays plus libéraux. 

Dans le cas de Jack I'évenireur, de \' Impasse 
aux violences et des Chevaliers du démon, il 
s‘agit de courtes séquences tournées en deux 
versions: T'une (toujours celle distribuée en 
Grande-Bretagne) od les figurantes sont 
habillées, l'autre od ces dames sont plus ou 
moins déshabillées, exhibant au moins toujours 
leur poitrine. Pour le Sang du vampire, il 
n’existe pas, comme on aurait pu l'espérer, de 
version “déshabillée”. Mais il y a quand méme 
une version “spéciale” pour l’exportation, pré- 
sentée dans des pays comme la France, |’ Italic 


et le Japon, qui comporte une longue séquence 
assez. démentielle pour I'époqu 
taquine sadiquement de belles prisonniéres aux 
décollettés _généreux, enchainées dans les 
cryptes du chéteau, Puis Carl chloroforme 1a 


malheureuse qui sera vidée de son sang par le 
docteur Callistratus qui accomplit son travail 
sans la moindre géne. 

Pendant plus d’une vingtaine d’années, cette 
séquence mémorable a figuré dans toutes les 
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Der Dimon 
mit den blutigen Hainden 


andes 


angaises, s’écourtant quelque peu au 
fil des ans, la faute n’en incombant pas 4 Dame 
Anastasie mais aux coupes des i quelques 
projectionnistes collectionneurs (dautres films 
ayant subis le méme sort comme I'Horrible 
docteur Orlof). D'abord distribué chez nous 
d’avril 1960 a décembre 1965, le Sang du vam- 
pire fut réédité par Sofradis le 11 décembre 
1968 au Midi-Minuit et au Scarlett et fut 
exploiié jusqu’au début des années quatre-vingt 
— exploitation, par ailleurs, faite & Pinsy de 
Baker et Berman et dans une copie quelque peu 
fatiguée mais néanmoins d’une qualité encore 
tres correete, qui fut éditée en vidéo, en 1981. 
Une copie non censurée, aux couleurs super- 
bes, comportant done la célébre séquence pour 
exportation, hélas quelque peu coupée mais 
durant quand méme environ une minute, 

Lorsque Sinfonia a racheté les droits d'exploi- 
tation, les producteurs anglais n’ont hélas pas 
pu retrouver la version non censurée avec la 
séquence “pour l'exportation” et l'on a dii se 
contenter d'un master de la version mutilée 
présentée 2 la télé anglaise, Notons encore que 
pendant ts longtemps, le film ne fut plus 
exploité en Angleterre, plusieurs critiques com- 
me David Pirie (dans A Heritage of Horror, 
1973) et Phil Hardy (dans sa fiche filmogra- 
phique pour The Aurum Film Encyclopedia: 
Horror, 1985) affirmant qu’il n’existait plus 
aucune copie anglaise disponible, ayant toutes 


&é détruites ou perdues! Ce ne fut heureuse- 
meat pas le cas. (PC) 


Blood of the Vampire (BRI 1958) 
(I sangue del vampiro | Le Sang du vampire | 
La sangre del vampiro | Der Déimon mit den 
blutigen Hiinden) 

D: Henry Cass; P: Tempean (Robert S, Baker & 
Monty Berman); S/SC: Jimmy Sangster; PH: 
Menty Berman: M: Stanley Black; C: Donald 
Wolfit (Dr. Callistratus), Vineent Ball (Dr. John 
Pierre), Barbara Shelley (Madeleine), Victor 
Maddern (assistant Carl), William Devlin (Kurt 
Urach), Andrew Faulds (Weuler), John Le 
Mesurier (the Judge), Bryan Coleman (prison 
inspector Auron), Henry Vidon (Meinster), 
George Murcell, Julian Strange, Bruce 
Wightman (the warders), Milton Reed (the 
Butcher), Denis Shaw, John Sullivan (the pri- 
son smiths), Max Brimmel (the gaoler), John 
Stuart (Madeleine's uncle), Cameron Hall (the 
alcoholic doctor), Muriel Ali (the dancer girl), 
Otto Diamant (the undertaker), Theodore 
Wilhelm, Sylvia Casimir, Yvonne Buckingham, 
Barbara Burke, Richard Golding, Carlos 
Williams. Gordon Honey; COL (Eastman- 
color); 85 min. 

Cineromanzo yersion: «Malia - I fotoromanzi 
del brivido», no. 38, Roma, Editoriale Nova, 
marzo 1964. 


ZONAL WOLFTT-BARBARA SHE 


Comic book artist Jordi “Torpedo” Bernet fantasizes an altemative nude version of Blood of the Vampire.This is the first page of a story, The 
Moviegoer Who Loved (Bound) Women, plotted by Stefano Piselli and Riccardo Morrocchi and published in Diva Bondage (1996). 
Page 50 to 53: the notorious sequence cut in the British copies was published in the Italian “cineromanzo". From Malia no. 38, March 1964. 
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A TALE SCOPO HA FATTO RAPIREALCUNE G/0- 
VAN! DONNE, CHE ATTENDONO IN CATENE, /. 
COMPIERS| DEL LORO TRAGICO DFS Tivo ... 
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CARL, PASSA IN RASSEGHA LE VITTIME, ESA~ 


B MIWANDOLE CON 4TTENZ/ONE. 


EGL/ SCUOTE tL CAPO E TRASCINA 1. SUD 
CORPO DEFORME INUN/ALTRA DIREZIONE, Y 


Pisi2 \/EMOZIONE 14 DISGRAZIATS SVIENE... Turina Cae, iolvibud 4A virri- 
WORT MMA PRESCELTA.... 
‘ “) rr 


ot 7% 


Mua & RINCHIA, COM UNA BELVA CHE CARL METTE UNA MANO IN TASCA PER 
974 PER CHERMIRE LA PREDA. PRENDERE UN PANNO MBEVUTO 01 ETRE! & 
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L4 CAMERA DELL ORRORE ACCOOLIE (- COR- 
Po ESENIME DELLA SVEKTURATA... 


& SOTO LO S0UARO0 SPAURITO OLLLE 
ALTRE OONNE 14 PORTA FUOR/ BEL 
SOTTERRANED.... 


7A, ORRIBILE A 
VEDFRS/... 


Facciamo presto, Carl... Shrigati!... 
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LEE PATTERSON - EDDIE BYRNE 
BETTY McDOWALL - EWEN SOLOW 


asset TY eran 


The mark of Marquis de Sade: two movie masterpieces produced by Robert S. Baker and Monty Berman. 
Jack the Ripper (1959), directed by Baker & Berman themselves and written by Jimmy Sangster. Italian “locandina” and three lurid and morbid 
scenes (above). In this movie the elusive serial killer of Whitechapel is the director of a hospital, played by Ewen Solon (above left). 

The Flesh and the Fiends (1960), directed by John Gilling and written by Gilling himself with Leon Griffiths. French poster and two stills from 
the nude edition of the movie (opposite). «(...] Extrémement morbide, le film de Gilling [...] suppure littéralement d'un érotisme maladif, obses- 
sionnel, a la fois fascinant et inquiétant. Cette production, tres comparable sur plus d’un point & Blood of the Vampire, est tournée en deux vel 


sions, |'une “normale” et l'autre agrémentée de nudités féminines.» (Jean-Pierre Bouyxou, “L’'Ecran des maniaques: Bloody Movies’ 
Fascination no. 18, 1982), 


54 BIZARRE SINEMA! 


‘a 
a 
a 
% 
% 
m 
El 
Ss 
q 
iw 
o 
ie} 
be 
a 
Est 
a 
= 
Pp 
Uv 


Above: June Cunningham (as Joan Berkley) with Michael Gough (as the psychopathic writer Edmond Bancrott) in a publicity photo. 
Opposite: Michael Gough and Malou Pantera (as Peggy) in a publicity photo (top); the gorgeous blonde June Cunningham wearing a tanta- 
lizing corset in a still from the movie (bottom). «Le musée noir de Crabtree, c'est un peu le pop-art du cinéma fantastique. [..] Al'actif de Black 
Museum, une surenchére dans la laideur qui confine au sublime. Tout y est hideux, a commencer par les acteurs et les couleurs. [...] De ce 
curieux assemblage délibérément congu pour depiaire naitra cependant une poésie fort inattendue a la limite de l'absurde et de I'humour noir.» 
(Miche! Caen, “Horrors of the Black Museum”, Midi-Minuit Fantastique no. 13, novembre 1965). 


56 BIZARRE SINEMA! 


Horrors of the Black Museum 
The Fine Art of Murder 


in tendency, it may be denominated a Society for the 
ncouragement of Murder: but, according to their 
own delicate euphemism, it is styled, the Society of 
Connoisseurs in Murder. They profess to be curious 
in homicide, amateurs ond diletanti in the various 
modes of carnage, and, in short, Murder-Fancies. 
Every fresh atrocity of that class which the police 
annals of Europe bring up, they meet and criticize as 
they would a picture, statue, or other work of art.» 
Thomas De Quincey. 
(On Murder Considered As One of the Fine Arts 


ondra, 1959, Graham, sovrintendente di 

Scotland Yard, deve confrontarsi con una 

serie di omicidi orribili e bizzarri. Questi 
sono opera di un maniaco particolarmente abile 
che sceglie esclusivamente le sue vittime tra le 
donne giovani ¢ attraenti. L'incapaciti della 
polizia a smascherare il colpevole suscita il 
dileggio di Edmond Bancroft, scrittore e cele- 
bre giornalista versato in criminologia. Ogni 
volta che viene commesso un nuovo assassinio, 
Bancroft subisce un trauma psichico, genera 
do i sospetti del suo medico, il dottor Ballan 
Nel sottosuolo della sua dimora, Bancroft ha 
segretamente allestito un museo degli orrori, 
replica perfezionata di quello di Scotland Yard 
perché arricchito dalle tecniche omicide pid 
sofisticate, un museo privato di cui Rick, il suo 
ovane segretario, @ il responsabile. 
tigatore degli odiosi crimini non é altri che 
sotto influenza di una droga 


sono quel 
€ di sottomettere Ia volonta, & 
mento di morte 


di alterare i tratti soma- 
suo stru- 


Se si evoca il rinnovameato del cinema fanta- 
stico avvenuto alla fine degli anni Cinquanta, 
un nome magico viene subito in mente, la 
Hammer, D’altronde, senza mettere in discus- 
sione le qualita di questa prestigiosa casa di 
produzione, un’altra corrente cinematografica, 


sempre britannica, apparye contemporanea- 
mente sulla scena, In realté non si wattava di 


una scuola vera e propria, ma di un gruppo ete- 
rogenco di cineasti dallo stile volontariamente 
anarcoide, che usava titoli provocatori e si af- 
fermava come gli enfant terrible di quel genere 
della Settima Arte allora cosi poco amato. 
Condannati dai benpensanti, questi film erano 
sistematicamente bollati con un divieto ai 
minori di 16 0 18 anni. Sto parlando, ovvia- 
mente, delle produzioni di Herman Cohen, dei 
film firmati da Robert S. Baker © Monty 
Berman e del Peeping Tom di Michael Powell. 
Il mostro non é pitiun fantasma assetato di san- 
gue oppure un umanoide omicida, ma sempli- 
cemente un uomo. L’universo non @ pit intriso 
di soprannaturale ¢ ’estetismo diventa sconcer- 
tante, Le bettole ei vicoli sordidi, un peniten- 
ziario esageratamente gotico, il tendone di un 
circo o la citta di Londra nella loro straordina- 
ria normalita sono i teatri di questi spettacoli 
grandguignoleschi, monocromatici o violente- 
mente colorati. La sensualita, un cattivo gusto 
intenzionale e opportuno, e il delirio parossisti- 
co sono il denominatore comune di questi ca- 
polavori di un cinema realmente sadiano e 
libertario. 

Titoli di testa bizzarri, sanguinolenti, artistica- 
mente astratti e un po’ cubisti: ecco come si 
presenta agli spetiatori il film Gli orrori det 
museo nero (Horrors of the Black Museum). 
Uno sguardo veloce e “turistico” su un’arteria 
londinese, poi il primo omicidio, il pid crudele: 
Tenucleazione di una giovane donna con un 
binocolo provvisto di affilate forcelle telescopi- 
che, La banalit& del quotidiano (un normale 
paceo consegnato dal postino) seguita da un’e- 
stetica inattesa (la vittima, Gail, distesa su on 
tappeto orientale) conferiscono a questo prolo- 
go un impatto dei pit efficaci. Da un breve 
incontro tra i poliziotti e il testimone oculare 
apprendiamo che il crimine, abietio e puramen- 
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GRAHAM CURNOW » SHIRLEY ANN FIELD 


te gratuito, & opera di un maniaco tanto intelli 
nl quanto innovativo e che quest’ ultimo non 
ha encora dato il meglio di sé. Entra allora in 
scena il criminologo Edmond Bancroft, 
pretato da Michael Gough. L'uomo & elau 
canle, ma con un portamento aristocratico, 
distinto e raffinato, controllando perfettamente 
la sua infermita. Liinteresse del film non risie: 
de, infutti, nell’inchiesta poliziesca quanto nel 
ritratto @ nei misfatti di uno psicopatico 
Bancroft @ questo geniale predatore che terro- 
rizza Londra ed & unico eroe del dramma, 

In effetti, qui, non esistono eroine né giovani 
eroi destinati ad aitirare i fayori del pubblico. 1 
personaggi sono tutti, per cos! dire, antipatici ¢ 
lo spettacolo @ completamente immorale e vio- 
lentemente misogino, Questa misoginia &, 
peraliro, esasperata dalle affermazioni di 
Bancroft («Non esiste don 


inter 


capace di tenete a 
freno la lingua, nessuno si & mai potuto fidare 


di una donna, Non é un caso che Satana si sia 
servito di Eva per causare la rovina di Adamo») 
¢ dal criminale consenso di Rick, Se gli assas 
sini trovano infine la monte, il tradizionale lieto 
fine  comungue ussente e le donne meritano 
tutte la morte, Odiose, sgradevoli, ordinarie, 
stupide © venali, non sono proprio i tipi cul si 
augurerebbe del bene. Peggy e Gail, imperso- 
nate rispettivamente da Malou Pantera e 
Dorinda Stevens, sono delle perfette deboscia 
te. La formosa June Cunningham, 1a Jayne 
Mansfield di paccottiglia, & sublimemente vol- 
gare nel ruolo di Joan Berkley, V'amante di 
Bancroft, Gli cede il suo corpo per denaro 
non esita, sprezzante, a dargli dell” 
quando costui rifiuta di farsi spennare. Shirley 
Ann Field (Angela Banks nella pellicola), 
manifesta una curiosita e una leziosita insop- 
poriabili. Aggie, la vecchia antiquaria, trova 


nvalido 


pit lucroso ricattare il colpevole invece di 


denunciarlo. 


1 personaggi maschili non sono, a conti fatti 
tratiati meglio, I! dottor Ballan & un modello di 
stupidita e di presunzione, avventurandosi da 
solo nella tana del lupo. Ric! 


privo di persona- 
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tee MICHAEL GOUGH* JUNE CUNNINGH/ 


MOORD IN HET MUSEUM DER SCHRIKBEELDEN 


A stunning Belgian poster for Horrors of the Black Museum (above). June Cunningham in the Italian “fotobusta” for the movie, on the cover of 
the mythical issue of Midi-Minuit Fantastique devoted to the erotic British horror movies, and in a personal promotional photo (opposite) 


lita e volonta, accetta senza fiatare la condanna 
a morte di Angela con la quale discuteva, poco 
prima, di teneri progetti per il futuro. Quanto 


agli acuti segugi di Scotland Yard, si dimostra 


no degli inetti, degli incapaci che subiscono le 
continue derisioni del folle Bancroft, che spin: 


ge il suo cinismo fino a far loro regolarmente 


visita. Oltretutto, la soluzione dell’ enigma li 
lascia di stucco. 

Tutto, decisamente tutto, contribuisce a valo- 
zare Bancroft. Quest’ultimo @ innanzitutto 
un collezionista: colleziona omicidi e le armi 
i. Da qui la necessitt di 
possedere un museo, un museo degli orrori, di 


usate per commetter 


gran lunga superiore a quello di Scotland Yard 
poiché ¢ 


clemento appartiene al presente ¢ 
non al passato, Bancroft ¢ un esteta per il quale 
lomicidio totalmente gratuito, conditio sine 
gua non, @ un piacere, una seienza e deve esse 
re considerato come una delle Belle Arti. La 
cura mesa nel perpetratlo ne & la prova indi- 


scutibile. Vindividuo & pazzo, totalmente paz- 


zo, ma diabolicamente intel 


gente ¢ inventivo, 
Le armi sono tutte deliranti. Modificate secon 


do uno spirito perverso (il binocolo accecante & 


Tase 
por 
riste (la daga circassa, la pinza per il ghiaccio e 


medievale trasformata in ghigliotina 


), oppure esot inusuali, angi fut 


il raggio della morte), sono rappresentative 
dello stato patologico di Bancroft ¢ dell’origi- 


nalita del suo musco nero, Ma il pezzo forte di 


catalogo di oggetti di morte 


m di Crabtree resta I’imponente com- 
puter di cui si ignora Mutilita 

Bancroft @ un artista, un superdotato per il de- 
lito, La sua vita dipende totalmente dal crimi 
ne, ed é votata esclusivamente ad esso, E’ un 
dominatore, di una totale immoralit2, che si ar- 
roga il diritto di vita o di morte sui suoi simili 
in nome dell’ Arte. Nessuna scusa, seppur mini- 
ma, pud essergli avcordata, Non puo beneficia- 


re di nessuna attenuante. Appartiene alla classe 
ata € conosce il successo professionale, Le 
sue motivazioni non sono mai legate al denaro 
come quelle delle due infami canaglie delle 
Tene di Edimburgo (1959) di John Gilling e non 


date da un trauma affettivo com’é il 


caso del Jack lo squartatore (1958) di Baker e 
Berman. Neanche I'amore lo interessa, nessun 
rapporto quindi con il dottor Rossiter che muo 
re pronunciando il nome dell’amata nel Circo 
degli orrori (1959) di 
libidine & delle pit 


incy Hayers, La sua 


mplesse. Llomicidio, per- 
petrato nel modo pit stray 
per lui I'apice del piacere si 


gante, costituisce 


suale, Il crimine 


artisticamente riuscito diventa sinonimo di or- 


gasmo: le sue vittime sono se 


pre donne gio- 
vani e belle, essendo gli omicidi del 


zriana 
ie e del dottor Ballan dovuti a mera neces- 
sita, II legame di Bancroft con Jo 
mai sconcertante. Diversissimi per estrazione & 


n & quanto 


educazione, i due non hanno niente in comune. 


“HORRORS OF THE 
BLACK MUSEUM ~ 


eH 
THUR CRABTREE 


Il disprezzo di Joan per i suo amante & eviden: 
te, ci vaa letto solo per i soldi. e Bancroft non 
pud non essere conscio, dimostrando cosi 
un’evidente inclinazione al masochismo: gode 
temporaneamente delle grazie di Joan, si com 


piace di questa triste situazione & sopporta i 


suoi insulti. Joan non viene decapitata nel suo 
letto per il suo comportamento, ma per il peri- 
colo che potrebbe rappresentare. Le ragioni 
della condanna di Angela Banks sono ben 
diverse: Bancroft @ geloso e teme di perdere 


Rick. Tra i due complici, Pomosessualita e il 
rapport padron 


schiavo sono lampanti. La 
giovane Angela é l’intrusa, la profana che ha 
osato violare il santuario e sfidare Bancroft 
Rick accetta, per amore del suo padrone, di 
sacrificare colei che dovrebbe sposare. La 
morte di Angela, pugnalata nel Tunnel del- 
V'Amore, assume il significato di una morte 
rituale. II gesto di Rick non é esente da rappor- 
ti con la sopravvivenza di certi antichi siti 


Bancroft @ una diviniti e Rick il suo aderatore 
Nessuno poteva interpretare meglio di Michael 
Gough (classe 1917) questo geniale pazzoide 
Con le sue inconfondibili tempie grigie, rafti- 
nato fino alla punta dei capelli, questo talentuo- 


so altore @ in perfetta osmosi con T'estetismo di 


Crabtree. Michael Gough @ uno di quei rari at- 
tori capaci di incredibili metamorfosi come 
Vincent Price (non & un caso che, per il ruolo di 
Bancroft, il produttore Cohen uvesse inizial 
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Gail (Dorinda Stevens) is the victim of the first unusual murder. 


mente pensato a lui o a Orson Welles). L’anno 
prima Gough era stato il sensibile Arthur 
Holmwood in Dracula e, qualche anno pid 
tardi, avrebbe nuovamente impersonato un 
pazzo diabolico in due altre produzioni dell’an- 
glo-americano Herman J, Cohen, Konga (1961) 
di John Lemont e Black Zoo (1963) di Robert 
Gordon, un’accoppiata di ottimi film a torto 
classificati come esecrabili, 

Horrors of the Black Museum & delirante, total- 
mente delirante, La pellicola di Arthur Crabtree 
(1900-1975) @ forse l'opera pid folle della sto- 
ria del cinema: le armi sono inusuali, strava- 


gamti, i colori aciduli, “molto all’inglese”, Vin- 
sieme degli omicidi assai raffinato, Cosicché il 
film finisce, nel complesso, con T'acquistare 
valenze prettamente surrealiste. 

Lerotismo @ prudente ma pernicioso. Joan in- 
dossa un ubito scarlatto aderentissimo ¢ dalla 
profonda scollatura che aderisce a meraviglia 
alla pelle di questa prosperosa bambola bionda. 
11 ballo di Joan al ritmo del juke-box & partico- 
larmente provocante e rivela l'inelinazione esi- 
bizionista del personaggio. La passione di 
Bancroft per le armi risente, invece, di un 
accentuato, morboso feticismo. 


The strange relationship between the refined Edmond Bancroft and the vulgar Joan Berkiey. 
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Italian “locandina’. 


Horrors of the Black Museum si colloca nella 
pitt pura tradizione del Grand Guignol: in esso 
l'umorisme conyive con gli avvenimenti pid 
orribili, Cosi Bancroft fa immergere il cadave- 
re del dottor Ballan in una vasea piena d’acidoy 
poi, di fronte allo scheletro appeso meticolosa- 
mente (un pezzo in pit da aggiungere al suo 
museo!), sente il bisegno di offrirsi un buon 
pranzetto. Tom Rivers, il malato mentale che si 
accusa dei crimini, annuncia ai poliziotti I"vso 
del raggio della morte prima che il vero calpe- 
vole lo sperimenti sul suo medico curante. La 
sceneggiatura coniuga abilmente i temi di Jack 
lo Squartatore e del dottor Jekyll (un assassino 
enigmatico che terrorizza Londra e che assale 
le donne, la pozione misteriosa che trasforma 
fisicamente € mentalmente Rick in un essere 
ripugnante c criminale). Anche qui non manca 
due celebri per- 
sonaggi sono eyoeati in un dialogo. 

Sconcertante, al limite del pastiche, incredibil- 
mente violento per Mepoca ma apprezzato da 
filmmaker quali Martin Scorsese, Steven 
Spielberg e George Lucas, Horrors of the Black 
Museum ba un posto d’onore tra i migliori 
esempi del cinema del terrore. (GM) 


ondon, 1959, Graham, Superintendent of 
L Scotland Yard, is faced with solving the 

riddle of a series of horrible and bizarre 
murders. The awful crimes are the handiwork 
of aparticularly clever maniac, one who choos- 
es his victims exclusively among beautiful 
young women. The police's inability to find the 
culprit becomes the laughing-stock of Edmond 
Bancroft, « famous writer/reporter versed in 
criminology, Every time a murder is commit- 
ted, Baneroft suffers a psychic trauma, rousing 


una punta di humour, poichi 


Edmond Bancroft murdering the old dealer in antiquities, Aggie (Beatrice Varley) 


the suspicions of his medical advisor, Doctor 
Ballan, In the cellar of his house, Bancroft has 
secretly set up a museum of horrors, an 
improved exact replica of that of Scotland 
Yard, since it has been enriched with the most 
sophisticated homicidal techniques. Rick, the 
writer's young private secretary, is the caretak- 
er of the place, The instigator of the awful 
crimes is none other than Bancroft himself, 
while Rick, under the influence of a powerful 
drug whose effects are those of altering one's 
features while, at the same time, annihilating 
one’s will, is his instrument of death. 


While dealing with the revival of fantasy cine- 
ma, which took place by the end of the 1950s, 
‘one magical name comes immediately to mind: 
Hammer Film. Well, no question about the 
merits of this illustrious production house, 
however, exactly at the same time, another cin- 
ematographical British “wave” entered the ter- 
ror movies scene. This new “trend” wasn’t 
effectively the expression of a so-called 
“school”, but the product of an heterog 
group of filmmakers with a plainly ana 
style, who would use provocative titles in order 
to assert themselves as the enfants terribles of 
a particularly despised (back then) sub-genre: 
that of horror films. Utterly despised by the 
right-thinking, these movies were systematical- 
ly rated R or X. I'm obviously referring to the 
productions of Herman Cohen, the movies 
authored by Robert S, Baker and Monty 
Berman, as well as Michael Powell's Peeping 
Tom. The monster is no longer a bloodthirsty 
ghost or a homicidal humanoid, he’s just a man. 
The supernatural element is no longer present 
in this universe, now the dominating factor is a 
disturbing aestheticism. The taverns and the 
filthy alleys, an exaggeratedly gothic peniten- 
tiary, the tent of a circus or the city of London, 


in their extraordinary normaley, are the theatres 
where these grand-guignolesque, monochro- 
matic or violently colored spectacles are usual- 
ly performed, Sensuality, an intentional and 
appropriate bad taste, as well as a type of delir- 
ium bordering on paroxysm, are the common 
denominator of this veritable masterpieces of a 
purely Sadeian and anarchic cinema. 

Bizarre opening titles, literally “dripping” with 


blood, with more than a few references to 
abstractionism and cubism, that’s how Horrors 
of the Black Museum was originally presented 
io an unwary audience. A brief and fast look on 
a London thorough-fare, then the first homi- 
cide, the most savage one: the enucleation of a 
young woman, courtesy of a pair of binoculars 
provided with a set of sharp telescopic forks. 
The banality of everyday life (a small parcel 
delivered by the postman), followed by an un- 
expected aestheticism (the victim, Gail, lying 
on an oriental carpet), give one of the most 
effective impacts ever to the film's prologue. 
From a brief conversation between the eyewit- 


ness and the representatives of the police, we 
eam that this abject and gratuitous crime is the 
handiwork of a killer who is as intelligent as he 
is “innovating”, one who hasn’t given the best/ 
worst of himself... yet! Enter the criminologist 
Edmond Bancroft, played by Michel Gou 
The man is limping, however his bearing is 
lofty, distinguished and refined, perfectly mas- 
tering his infirmity. The film's main interest, as 
a matter of fact, doesn’t lie in the inquiries of 
the police, but in the portrait and the misdeeds 
of a psychopath. Bancroft is the genial predator 
who terrorizes London and the one and only 
“hero” of the drama. As a matter of fact, there 
are neither heroines nor young heroes destined 
to win the favours of the public, here. The char- 
acters are all, for lack of a better word, unpleas- 
ant, and the show is totally immoral and vio- 
ently misogynous, This misogyny is, aboye all, 
made more violent by Bancroft’s own state- 
ments («No woman is capable to hold her 
tongue, women are not to be trusted. That's 
why Satan chose Eve to cause Adam's down- 
fall») and by Rick’s criminal consent. If the 
assassins finally meet their own fate, the tradi- 
tional happy ending is nonetheless absent and 


Edmond Bancroft after having killed Aggie with one of his deadly weapons, the ice tongs. 
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SAVAGE BEASTS TURN CITY 


STREETS INTO A JUNGL 


PRESENTS 


HELL ! 


Bortaltyl 1 ue 
on, Lot me show 


1 don't believe 
pationes and 


Cover illustration for and a page from the American “fumetti” version of Robert Gordon's Black Zoo, starring Michael Gough. 


“the only good woman”, here, “is a dead 
woman”, They are all loathsome, unpleasant, 
ordinary, stupid or venial, one can only hope 
they will end up by being killed... Peggy and 


Gail, portrayed respectively by Malou Pantera 
and Dorinda Steve 
debauched gals. June Cunningham, the poor 
ie Mansfield, is sublimely vulgar as 


are two perfectly 


men's Ju 


MICHAEL GOUGH + JUNE CUNNINGHAM + GRAMAM CURNOW » SHIRLEY ANN FIELD 


Bancroft and his assistant Rick (Graham Curnow) in the delirious skeleton scene. 
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Joan Berkley, Bancroft’s mistress. She sells 
him her body, for a considerable sum of money, 
by the way, and she doesn’t hesitate to call him 
a “cripple”, when he ultimately refuses to be 
skimmed” by her. Shirley Ann Field as Angela 
Banks, shows an unbearable curiosity and an 
excessive tendency toward simpering. Ag; 
the old dealer in antiquities, finds it more con- 
venient to blackmail the culprit instead of 
denouncing him, 

The male characte 
better, Doctor Ballan is a model of stupidity 
and arrogance, since he dares to venture alone 
in the wolf's lair. Rick, devoid of any personal- 
ity or will-power whatsoever, accepts without 


1s a matter of fact, no 


the death sentence of A\ 


even flinching 
with whom, just a few instants before, he was 
making tender plans for the future, As for the 
so-called clever bloodhounds of Scotland Yard, 
well, they are, by far, the most inept of them all 
They a 
therefore th 


incapable of solving any 1 
hecome the object of the mad- 


80 bold as to 


man’s mockeries, who is eve 
push his own cynicism to the limits of decency, 
The ultimate 


by going to visit them 


solution of the riddle will leave them complete- 
ly dumb-founded 
Undoubtedly all these elements combine to 


enhance the figure of Bancroft. The man is 
above all, a collector: he collects murders, as 


well as the weapons used to commit them 
Hence the necessity of possessing a museum, a 


n of horrors, by the way, much superior, 
aspect, to that of Scotland Yard, sinee 
every element, here, belongs in the present, not 
the past, Bancroft is an aesthete, for the act of 
murdering is a totally 


ratuitous one, conditio 


a science which 
onsidered as a Fine Art of sorts. The 
takes in co 


sine qua non, it’s 4 pleasure. 


must be 
care h 


his crimes is an 


indisputable proof of that. The man is crazy, a 
plete madman, yet he’s also diabolically 
clever and creative, His weapons are all deliri. 
ous. They are either modified according to a 
perfectly perverted mind (the blinding binocu- 
lars and the medieval axe turned into a portable 
guillotine!), or exotic and unusual, even futur- 


istic (the Circassian d 


the death ray!). These 
personification itself of Bancroft’s mental 
pathology and the originality of his Black 
Museum. However the finest “piece” of this 


“tasty” collection of deadly objects, represent 
ed by Crabtree’s movie. is the massive comput- 
et, Whose usefulness totally escapes us! 

Bancroft is an artist, a man extrem 
the art of murder, His own life depends totally 
on crime, since the man has devoted himself to 


by the way, 


it, He’s a dominator, an amoral or 
who arrogates to himself, in the name of the 
Art, the power of life and death over his fellow- 
human beings. No excuse, even the slightest 
an be granted to him. Nothing can exten- 


uate his guilt. He belongs in the upper class and 


he is a successful professional. His motivations 
haye nothing to do with greed, as in the 
the two scoundrels of The Flesh and the Fiends 
(1959), by John Gilling, and are not dictated by 


se of 


aan emotional trauma as documented in Jack the 
Ripper (1958), by Baker and Be 
Love does not interest him either, therefore no 
relation here with Dr. Rossiter, who dies utter- 


man. 


MICHAEL GOUGH + JUNE CUNWINGHAM » GRANAM CURNOW + SHIRLEY ANN FiC.D 


The monstrous Rick killing his fiancée Angela (Shirley Ann Fiald) in the Tunnel of Love. 
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‘HORRORS oF THE 


BLACK MUSEUM 


CINEMASCOPE 


IN BLOOD-CURDLING 


‘An amazing and alluring American press ad. The incredible “HypnoVista” effect was featured only in the theatres of the United States 


ing the name of the woman he loves in Circus 
of Horrors (1959), by Sidney Hayers. His 
libido is one of the most complex ever. Murder, 
especially when committed in the most extrav- 
agant manner is, for him, the apex of his sexu- 
al pleasure. So, an artistically successful crime 
becomes, here, synonimous with org 
victims are always young and beautiful 
women, since the murders of the old Aggie and 


sim: his: 


Dr. Ballan are committed out of sheer necessi 
ty. The relationship between Bancroft and Joan 
is one of the most delirious ever. Quite unlike 
each other, since they are coming from differ- 
ent sovial classes, these two characters have 
nothing in common, Joa 
lover is evident, she beds with him only for 
money, while Bancroft, on his part, is perfectly 
aware of this, thus showing a plain inclination 
toward masochism: he enjoys Jos 
while at the same time taking pleasure in this 
sad situation which leads him to tolerate her 
insults. Jean is not beheaded in her bed for her 
behaviour, though, but for the danger she could 
represent. The reasons for Angela Banks’ exe: 
cution are quite different: Bancroft is jealous 
because he fears to lose Rick. There’s an evi- 
dent touch of homosexuality in the relationship 
between the monster and the slave. Angela is 
simply the intruder, the profane who has dared 


's disdain for her 


'§ graces 
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to desecrate the sanctuary in order to challenge 
Bancroft. Rick accepts, out of the love he feels 
for hi: 
going to marry. The death of Angela, stabbed in 
the Tunnel of Love, takes on the meaning of a 
ritual sacrifice, Rick's gesture has much in 
common with the survival of certain ancient 


master, to sacrifice the woman he was 


rites. Bancroft is a divinity and Rick is his wor- 
shipper. 

Nobody could have interpreted this genial mad- 
man better than Michael Gough (born in 1917). 
With his characteristic grey temples, and a 
ed acting technique, this talented inter- 


ref 
preter is totally in tune with Crabtree's aes- 
theticism. Michael Gough is one of the rare 
actors capable of incredible metamorphoses, 
much like Vincent Price (as a matter of fact, 
producer Cohen had initially considered him or 
Orson Welles for the role of Bancroft). The pre- 
vious year he had interpreted the sensible 
Arthur Holmwood in Dracula and, a few years 
later, he was to impersonate another diabolical 


madman in two productions of the 


English- 
American Herman J. Cohen, Konga (1961), by 
John Lemont, and Black Zoo (1963), by Robert 
Gordon, a couple of movies wrongly labelled 
as abominable, 

Horrors of the Black Museum is a totally deliri- 
ous piece of work. Arthur Crabtree’s (1900. 


1975) movie is probably the craziest produc 
tion in the history of cinema: the weapons are 
unusual and extravagant, the colors have an 
acid, typically British look, the murders, in 
their whole, are extremely refined. So the 
movie, in its totality, takes on an extremely sur- 
real make-up. The film’s eroticism is “tamed 
jet mischievous: Joan wears a generous neck- 
opening which sticks perfectly to the skin of 
this buxomy blonde doll. Joan's dance to the 
rhythm of a juke-box is particularly inviting, 
revealing the character's exhibitionist nature: 
Bancroit’s passion for weapons is, on the other 
hand, the product of a morbid and overtly 
fetishistic nature 

Horrors of the Black Museum belongs in the 
purest tradition of Grand Guignol, where 


humour cohabits with the most horrible occur 


rences, Thus Bancroft orders Rick to throw the 
corpse of Dr. Ballan into a vat full of acid; then 
in front of the poor chap's skeleton, put care- 
fully on display (one more piece to add to his 
collection!), he feels the need to have a fine 
meal. Tom Rivers, the mentally insane who 
claims to have committed the murders, boasts, 
before the policemen, his intention to use the 
death ray, but the real culprit will finally exper- 
iment it on his own family doctor! 

The screenplay also combines the themes of 


HORRORS 1 BLACK MUSEUM 


roman souen jum cumminonan 
‘GHANAM CURHOW 


Jack the Ripper and Doctor Jekyll (an enigmat- 
ie murderer who terrorizes London assaulting 
women, the mysterious potion which tums 
Rick, both physically and mentally, into a 
hideous and criminal being). There’s another 
fine touch of humour, here, since the two 


(infamous characters are mentioned in a dia- 
logue 

Upsetting, bordering on the pastiche, incredi- 
bly violent, at the time, yet appreciated by such 
filmmakers as George Lucas, Martin Scorsese 
and Steven Spielberg, Horrors of the Black 
Museum deserves a place of honour among the 
best examples of terror cinema, (GM) 


ondres, 1959. Graham, surintendant & 

Scotland-Yard, se trouve confronté & une 

série de meurtres horribles et extrava- 
gants, Ceux-ci sont 'ceuvre d’un maniaque par- 
ticuligrement habile qui choisit exclusivement 
ses victimes parmi de jeunes et jolies femm 
L’impuissance de la police & démasquer le cou- 
pable suscite les railleries d’ Edmond Bancroft, 
écrivain et célébre chroniqueur versé dans la 
criminologie. A chaque fois qu'un assassinat 
est commis, Bancroft resyent un yéritable trau- 


atisme, éveillant inquiétude de son méde- 
cin, le docteur Ballan. Dans le sous-sol de sa 
demeure, Bancroft a secrétement aménagé un 
musée des horreurs, réplique améliorée de celui 
de Scotland-Yard car enrichie des techniques 
meurtrires les plus sophistiquées, dont Rick, 
son jeune secrétaire, est le responsable. 
Linstigateur des odieux forfaits n'est autre que 
Bancroft, et Rick, sous 'emprise d’une drogue 
dont les effets sont d’altérer les traits et de sou- 
mettre Ia volonté, est son instrument. 


Si l'on évoque le renouyeau du cinéma fantas- 
tique, & la fin des années cinquante, un nom 
magique vient immédiatement & Vesprit: la 
Hammer Film. Cependant, sans discuter les 


qualités de la prestigicuse firme anglaise, un 
autre courant cinématographique, tout aussi 
britannique, fit également son apparition. 
Celui-ci ne se réclamait pas d'une école parti- 
culigre mais exhibait un style volontairement 
anarchiste, usait de titres provocatcurs et s’af- 
firmait comme |'enfant terrible de cette bran- 
che alors si peu aimée du septiéme art. Con- 
damnés par les bien pensants, ces films étaient 
systématiquement assortis d'une interdiction 
aux mineurs de 16 ou 18 ans. Je parle, ici, bien 
sr, des productions Herman Cohen, des pro: 
ductions Robert S. Baker et Monty Berman et 
du Peeping Tom de Michael Powell. Le 


MICHAEL GOUGH » June CUNNINGHAM « 


monsire n’est plus un revenant assoiffé de sang 
ou un humanoide homicide mais l'homme tout 
simplement., L’univers ne reléve plus du surna- 
ture] et Iesthétisme y devient déconcertant. 
Les houges et les ruelles sordides, un péniten- 
cier exagérement gothique, le chapiteau d'un 
cirque ou la ville de Londres dans toute sa nor 
malité sont les théftres de ces spectacles 
grands-guignolesques monochromes ou vio- 
lemment colorés, La sensualité, un mauvais 
goiit intentionnel et bien venu, un délire paro- 
xystique sont les dénominateurs communs de 
ccs chefs-d’ceuvre d’un cinéma réellement sa- 
dien et libertaire 

Un générique bizarre, sanguinolant, artistique- 
ment abstrait et quelque peu cubiste, et le ton 
du film Crimes aux musée des horreurs 
(Horrors of the Black Museum) est donné, Un 
bref et touristique regard sur une artére londo- 
nienne puis le premier meurtre, le plus cruel: 
l’énucléation d’une jeune femme par une paire 
de jumelles aux pointes télescopiques et acé- 
rées, La banalité du quotidien, un simple colis 
livré par postier, suivie d’un esthétisme inatten- 
du, la victime étendue sur le tapis oriental, 
conférent & ce préliminaire un impact des plus 
puissants. Un court entretien entre les policiers 
et le témoin oculaire nous apprend que ce 
crime, abject et purement gratuit, est l'euvre 
d'un maniaque aussi intelligent qu’innovateur 


et que ce demier n’en est pas son coup d’es- 
sai. Le criminologiste Edmond Bancroft 
campé par Michael Gough, fait alors son 
entrée, L’homme présente une claudication, 
mais d’allure aristocratique, distingué et 
maitrise parfaitement son infirmité. Point de 
mystére, l’intérét du film ne réside pas dans une 
enquéte policiére mais dans le portrait et les 
forfaits d’un psychopathe. Bancroft est ce 
génial prédateur qui terrorise Londres et est le 
seul héros du drame. En effet, ici, pas d’héroi- 
ne et de sympathique jeune premier destinés & 
s‘attirer les faveurs du public. Les personnages 


GRANAM CURNOW » SHIRLEY 


Michael Gough and June Cunningham as the strange lovers in two publicity photos repro- 
duced in a British lobby card (top) and an Italian “fotobusta” (above). 
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sont tous, pour ainsi dire, antipathiques ot le 
SEE THE HOUSE OF TORTURE WHERE WO ONE LEAVES ALIVE) © esniot i atimrla cca 
mysogine. Cette mysoginie est d’ailleurs 
aggravée par les propres propos de Bancroft 
(«Il n’existe aucune femme capable de tenir sa 
langue, personne n'a jamais pu se fier 4 une 
femme. Ce n'est pas par hasard que Satan s'est 
servi d’Eve pour perdre Adam») et par le cri- 
minel consentement de Rick. Si les tueurs trou- 
vent finalement la mort, Je traditionnel happy 
end est absent et les femmes sont ici toutes 
bonnes & ter, Odieuses, désagréables, ordi- 
naires, stupides ou venales, elles ne sont pas de 
celles dont on espére le salut, Peggy et Gail, 
respectivement incarnées par Malou Pantera et 
Dorinda Stevens, sont de parfaites ribaudes. 
June Cunningham, Jayne Mansfield de paco- 
) tlle, est sublimement vulgaire dans le role de 
Meee Joan Berkley, la maftresse de Bancroft. Elle lui 
cede son corps pour de I"argent et n*hésite pas 
PREY. Hie aiter d'unkemne quand cekiect retare aae6 
laisser plumet. Shirley Ann Field, Ange 
Banks sur la pellicule, manifeste une curiosité 
et une miévrerie insupportables. Aggie, la 
ieille antiquaire, wouve plus lucratif de faire 
chanter le coupable que de le dénoncer. 
Les personnages masculins ne sont guére 
mnieux servis. Le docteur Ballan est un modéle 
de bétise et de prétention pours’aventurer seule 
0 E dans la tanniére du fauve. Rick, effacé et sans 


aucune volonté, accepte sans rechigner la con 


on 
Vi damnation a mort de celle avec qui il tarissoit, 
quelques instants avant, de tendres proj 
avenir. Quant aux fins limiers de Scotland- 
( ° 5 


= Yard, ils se montrent en dessous de tout. Ce 
« CINEMASCOP sont des pitres soumis aux perpétuelles moque- 


* seat HERUANCOHEN oe re ries du dément qui pousse le cynisme jusqu’a 
= GOlCt eri ANGHAN HM DUAN caCORE 4 JUMES HWIDASON ot SAMUEL 2 ALMOFF Pact siter téguligrement, Le dénouement de 


y : as me a Vintrigue les laisse d’ailleurs pantois. 
Another American press ad exhalting producer H. J. Cohen's cheap gimmick. “HypnoVista”. TRE EGET GuSHAELE Batoonnee 


dernier est avant tout un collectionneur, il col- 
ionne les meurires et les armes relatives & 
de posséder 
un musée, un musée des horreurs, bien supé 
rieur a celui de Scotland-Yard puisque chaque 
pitce appartient au présent et non au passé 
Bancroft est un esthéte pour qui homicide to- 
talement gratuit, conditio sine qua non, est un 
plaisir, une science et se doit d’étre considéré 
come l'un des beaux-arts. Le soin apporté a le 
perpétrer en est la preuve indiscutable. L’in- 
dividu est fou, totalement fou mais diabolique~ 
ment intelligent et inventif. Les armes sont 
toutes délirantes. Modifiées par un esprit per- 
vers (les jumelles perforantes et la hache mé- 
digvale tansformée en guillotine portative), ou 
exotiques et inhabituelles voire futuristes (la 
dague circassienne, la pince A glace et le 
de la mort), elles sont représentatives de l'état 
pathologique de Bancroft et de ’originalité de 
son musée noir. Mais la piéce maitresse de ce 
réjouissant catalogue d' objets meurtriers qu’est 
le film de Crabiree demeure I'imposant ordina- 
teur dont on ignorera toujours I'utilité, 

Bancroft est un artiste, un surdoué du crime. I 
ne vit que par et pour le crime, C'est un éire 
dominateur, d’ une immoral 


é totale, qui s'c 
troie le droit de vie ou de mort sur ses sem- 
blables au nom de I'art, Aucune excuse, si 
minime soit-elle, ne peut lui étre accordée, Ine 
béneficie d'aucune cireonstance auténuante, IL 
Dr. Ballan (Gerald Andersen) and Bancroft with his mysterious massive computer. appartient & la classe aisée et connait le succ’s 
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Ambiguous relationships: Rick, Bancroft and... Angela! 


professionnel. Ses motivations ne sont jamais 
liges A argent comme celles des deux inffames 
gouapes de The Flesh and the Fiends (1959) de 
John Gilling et ne sont pas conduites par un 
traumatisme affectif comme est le cas du Jack 
the Ripper (1958) de Baker et Berman, L’a- 
mour ne I’intéresse guére, aucun rapport done 
avec le docteur Rossiter qui meurt en pronon- 
gant le nom de son aimée, dans Circus of 
Horrors (1959) de Sidney Hayers. Sa libido est 
des plus complexe. Llhomicide, perpétré de la 
fagon la plus extravagante, constitue, sans 
aucun doute, pour lui I’aboutissement du plaisir 
sexuel. Le crime artistiquement réussi devient 
synonyme d’orgasme, Ses victimes sont de 
jeunes et jolies femmes, les meurtres d’ Aggie 
et du docteur Ballan ne relevant que de la 
simple nécessité. Les relations de Bancroft 
avee Joan sont des plus troublantes. D’édu- 
cations trés différentes, ces deux étres ne pos- 
sédentrien en commun, Le mépris de Joan pout 
son amant est évident, elle ne couche avec lui 
que pour argent, Bancroft ne peut étre dupe de 
ce fait et présente un penchant masochiste évi- 
dent. I] loue Jes charmes de Joan, se complait 
dans cette triste situation et supporte les in- 
sultes, Joan ne sera pas décapitée pour ses pro 

pos mais pour le danger qu'elle représente. La 
raison de la condamnation d’Angela semble 
bien différente: Bancroft est jaloux et craint de 
penire Rick. Entre les deux complices, I'homo- 
sexualité ct les rapports de maitre A esclave 
sont flagrant. Angela est |’intruse, la profane 
qui a osé violer le sanctuaire et osé défier Ban- 
croft, Rick accepte, pour l'amour de son maitre, 
de sacrifier celle qui devait devenir sa femme. 
La mort d’Angela, poignardé dans le Tunnel de 
VAmour, prend Ia signification d'un meurtre 
rituel. Le geste de Rick n'est pas sans rapport 
avec la survivance de certains rites anciens. 
Bancroft est une divinité et Rick son adorateur, 
Nul ne pouvait mieux interpréter le démentiel 


Edmond Bancroft que Michael Gough (né en 
1917). Avec ses curieuses tempes blancheatres, 
raffiné jusqu’au bout des ongles, ce talentueux 
acteur est en parfaite osmose avec I'esthétisme 
de Crabtree, Michael Gough est l'un de ces 
acteurs rares, capables d’impressionnantes mé- 
tamorphoses comme Vincent Price (Je produc 
teur Cohen avait choisi initialement cet acteur 
ou Orson Welles pour le réle de Bancroft). 11 
fut, l'année précédente, le sensible Arthur 
Holmwood de Dracula et redeviendra, quel- 
ques années plus tard, un fou démoniaque dans 
deux autres productions du producteur anglo~ 
américain Herman J. Cohen, Konga (1961) de 
John Lemont et Black Zoo (1963) de Robert 
Gordon, des ts bon films qualifiés & tort 
d’exécrables. 

Horrors of the Black Museum est démente, to- 
talement démente. Le film d’Asthur Crabtree 
(1900-1975) est peut-étre le plus f81é de I'his- 


toire du cinéma, Les armes sont inusitées, 


extravagantes. Les couleurs sont acidulées, tres 
anglaises. Le cadre des meurtres, tres recher- 
ché, s‘avere surréaliste. 

LGrotisme y est prudent mais pernicieux. Joan 
porte une robe écarlate aussi moulante que 
échanerée et celle-ci colle merveilleusement 2 
la peau de cette poupée blonde gironde et ordi- 
naire. La danse au rythme du juke-boxe de Joan 
est particuligrement provocatrice et dévoile 
inclination eahibitionniste du personnage. La 
passion de Baneroft pour les armes reléve du 
fétichisme le plus morbide. 

Horrors of the Black Museum se situe dans la 
plus pure tradition du Grand-Guignol, Uthu- 
mour cohabite avec les événements les plus 
horribles. Ainsi, Bancroft fait immerger le 
cadavre du docteur Ballan par Rick dans une 
cuve d’acide puis, devant le squelette du prati- 
cien méticuleusement accroché (une pice de 
plus a ajouter au musée), ressent le besoin de 
s‘offrir un bon diner. Tom Rivers, le malade 


Margo Johns and Michael Gough in John Lemont’s Konga (1961). 


mental qui s’accuse des meurtres, annonce aux 
policiers l'utilisation du rayon de la mort avant 
que le véritable coupable ne l'expérimente sur 
son médecin traitant. Le scénario marie habile- 
ment les thémes de Jack T'Eventreur et da doc- 
teur Jekyll (un assassin énigmatique qui terrori- 
se Londres et qui s’attaque aux femmes, le 
breuvage mystérieux qui métamorphose physi- 
quement ef mentalement Rick en un étre 
repoussant et homicide). La encore, I"humour 
est de mise puisque les deux célébres person- 
nages sont évoqués dans le dialogue. 
Déroutant, & la limite du pastiche, incroyable- 
ment violent pour l’époque, Horrors of the 
Black Museum se doit de figurer parmi les plus 
grandes réussites du cinéma d’épouyante, 
(GM) 


Horrors of the Black Museum (BRI 1959) 
(Gli orrori del museo nero / Crimes au musée 
des horreurs | Crime au musée des horreurs | 
Horror en el museo negro) 

D: Arthur Crabtree; P: Anglo-Amalgamated 
(Nat Cohen, Stuart Levy); S/SC: Aben Kandel 
(Kenneth Langtry), Herman J. Cohen; PH: 
Desmond Dickinson; M: Gerard Schumann; 
C: Michael Gough (writer Edmond Bancroft), 
June Cunningham (Joan Berkley), Graham 
Curnow (assistant Rick), Shirley Ann Field 
(Angela Banks), Geoffrey Keen (Superinten- 
dent Graham), Gerald Andersen (Dr. Ballan), 
John Worwick (Inspector Lodge), Beatrice 
Varley (Aggie), Austin Trevor (Commissioner 
Wayne), Malou Pantera (Peggy), Howard 
Greene (Tom Rivers), Dorinda Stevens (Gail), 
tuart Saunders, Hilda Barry, Nora Gordon, 
Wanda Godsell, Gerald Case, Geoffrey Denton, 
William Abney, Howard Pays, Frank Hendet- 
son, Gerard Green, Ingrid Cardon; COL (East- 
mancolory; 95 min, / 81 min, 

Note: Make-up by Jack Craig. 
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Horrors of the Black Museum (1959). Italian (2) and French (1) posters (top); Spanish poster and Italian pressbook cover (above). 

Opposite: June Cunningham portrayed in three publicity photos («Marilyn Monroe plus Diana Dors add up to a star of the future,» claimed the 
magazines of that Era) and several Italian newspaper ads which boasted: «Fear and terror beyond your wildest imagination!»; «A twisted mind 
conceives the most horrifying murders!»; «Darker than a Hell-pit, darker than Murder, blacker than Death, visit the Black Museum!» «Nights of 
fright and horror keep the greatest city in the world awake!»; «A devilish will forces an innocent man to commit a heinous crime!»; «Every object 
becomes a deadly weapon in the hands of the King of Terror!»; «Scotland Yard on alert for the crimes of the Black Museum!»; «You won't get 
out alive!» 

Producer Herman Cohen declared: «Every instrument of death in the film was from an actual murder and is in Scotland Yard's Black Museum. 
The murder with the binoculars happened in the ‘30s, in Kent, which is outside of London. [...] The ice tongs, the portable guillotine — people 
don't realize it, but those were actual murders in England, [...] The kinkiest murders are done in England!» 
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frasi di lancio 


Paura e terrore oltre ogni umana im- 
maginazione! 

Una mente sconvolta idea i pit effera- 
| ti delitti! 

Nero come il lutto, nero come il delitto, 
nero come la morte ecco il Museo de- 
gli Orrori! 

Notti di spavento e di orrore rendono 
insonne la piu grande citta del mondo! 
Una volonta diabolica impone il delitto 
ad un uomo innocente! 

Ogni oggetto € un’arma mortale nelle 
mani del re del terrore! 

Scotland Yard in allarme per i crimini 
del Museo Nero! 

Non si esce vivi dal Museo Nero! 


«Martin Scorsese, Steven Spielberg and George Lucas are donating 40 pictures to the Museum of Modern Art in New York, and Marty Scorsese 
has contacted me to tell me that he and the boys want Horrors of the Black Museum as one of them. They said they grew up on it and just 
loved it, and they tought there were a lot of inventive things done in the film. Martin said that, as far as he was concemed, that binocular scene 
was one of the greatest scenes of any picture [laughs]! Marty just talked to me the other day, and they've decided they're going to leave the 
HypnoVista business off.» (excerpts from “Field Trip to Terror’, a Herman Cohen interview published in Fangoria no. 110, February 1992) 
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Above: Premier aerialist Elissa Caro's (Erika Remberg) death during her performance in the circus of horrors. Among the actors portraying the 
characters witnessing the scene we can easy spot Kenneth Griffith (as Martin Webb), Conrad Phillips (as Inspector Ames), Yvonne Monlaur (as 
Nicole), Jane Hylton (as Angela Webb) and Anton Diffring (as Dr. Bernard Schuler, circus owner and showman). 

Opposite: Anton Diffring as the plastic surgeon Dr. Rossiter, a.k.a. Dr. Schuler (top); Yvonne Monlaur as Nicole, the equestrienne (bottom). 
«Circus of Horrors, film policier, film d'épouvante, film de science-fiction, mais surtout grand film surtéaliste.» (Jean-Marie Sabatier, Les 
Classiques du cinéma fantastique, 1973). 
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Circus of Horrors 
An Artist in His Own World 


«Révélateur des pulsions intimes humaines, le monde 

du cirque exerce un attrait particulier ou l'emer- 

veillement le dispute & 'inquiétude, réveillant on ne 

sait trop quelles frayeurs enfantines jamais assez 
profondément enfouies.» 

Jean-Pierre Putters, 

Mad Movies Ciné Fantastique 


nghilterra, 1947. Il Dr. Rossiter, un chirur~ 

go plastico ricereato dalla polizia per un 

intervento illegale, subisce un pauroso inci- 
dente d’auto mentre fugge ai poliziotti 
Rimasio sfigurato, viene operato dal suo assi- 
stente Martin con la collaborazione della sorel- 
la, Angela. I tre riparano in Francia per conti- 
nuare a dedicarsi ai loro esperimenti di chirur- 
gia estetica. Sotto il falso nome di Bernard 
Schuler, Rossiter riesce ad impossessarsi di un 
reo sull’orlo del fallimento, con lintento di 
assumere giovani prostitute e delinquenti sfigu- 
rate per operarle, dare loro una nuova identita e 
farne delle attrazioni circensi. Nel giro di dieci 
anni, Schuler trasforma il suo circo in uno degli 
spettacoli girovaghi curopei di maggior succes~ 
so. Una dopo I'altra, le sensuali ragazze diven- 
tano tutte sue amanti, ma, inevitabile, scoppia 
tra loro la gelosia, Per evitare ricatti e denunce, 
Rossiter provvede ad eliminare le “‘indesidera- 
te” con provvidenziali quanto strani incidenti 
occorsi durante gli spettacoli, complici i suoi 
partner in crime Martin e Angela, Quando il 
circo arriva in Inghilterra, Scotland Yard & gia 
sul chi vive.. 


Sul finire degli anni Cinquanta, il genere goti- 
co conobbe un momento di grande splendore in 
Inghilterra, grazie a una casa produttrice di 
Londra, la Hammer Film, fondata nel 1947 dal- 
Vemigrante spagnolo Enrique Carreras. In 
seguito a questo revival, altre produzioni 
affrontarono il cinema fantastico, sebbene con 
approcci differenti. In questo ambito, si impose 
la copia di produttori formata da Monty 
Berman e Robert S, Baker, che spesso svolge- 


va diversi compiti (regia, fotografia, sceneggia- 
tura) e che proponeva una variante molto per- 
sonale dello stile Hammer, optando per il reali- 
smo, compreso l’aspetto sordido in tutte le sue 
varianti, dall’erotica alla sociale: non per nulla, 
Berman e Baker preferivano ispirarsi a torbidi 
casi veridici, come Jack lo Squartatore e gli 
Hell Fire Club. 

Ovviamente, durante questo fermento de! gene- 
re, oltre alle riconoscibili proposte della Ham- 
mer, nacquero in Inghilterra film meno facil- 
mente classificabili. Tra questi, uno dei pit 
insoliti é sicuramente Il circo degli orrori (Cir- 
cus of Horrors). 
La caratteristica pit evidente di questo film, ma 
non per questo la meno importante ¢ degna di 
menzione, ¢ la sua appartenenza non rigorosa al 
cinema fantastique, poiché tutto quello che raf- 
figura é razionalmente plausibile. Del resto I'o- 
pera é difficilmente collocabile anche in qua- 
tungue altro genere definito, nemmeno nello 
psycho horror, che in quello stesso periodo 
venivano definendo i geniali Psycho (1960) di 
Alfied Hitchcock, negli Stati Uniti, ¢ Peeping 
Tom (1960) di Michael Powell, nella stessa 
Inghilterra, senza dimenticare i numerosi pre- 
decessori; in particolar modo certi film di John 
Brahm (primo fra tutti The Lodger, 1944) ¢ l'o- 
riginale M (1931) di Frivz Lang. 

Nel Circo degli orrori non compaiono clemen- 
ti né soprannaturali né psicopatici, E allora? 
Siamo di fronte ad una rara mistura di giallo e 
grand guignol, con una spruzzata di feuilieton e 
di pulp, la cui trama, non troppo coerente, pren- 
de le mosse in Inghilterra, prosegue in Francia, 
scende in Germania e tora nella nazione di 
partenza, letteralmente a bordo del carrozzone 
circense di un chirurgo plastico che ha cambia- 
to identita, sul quale sono salite tante persone 
perseguitate dalla legge. Proprio questo chirur- 
go rappresenta un personaggio particolare 
sorprendente. Tanto che pud essere eletto a 
metafora della peculiarita del Circo degli orro- 
ri nella categoria filmica dell’horror, in quanto, 


CULTISH SHOCKING HORRORS 71 


HE TURNED THE GREATEST SHOW 
ON EARTH INTO A 


ANTON DIFFRING 
ERIKA REMBERG 
YVONNE MONLAUR 


The colorful British poster (above) and the grandguignolesque “locandina” for the second 
Italian release of the same movie (right), partially filmed at the Billy Smart Circus. 


Jo tipeto, Rossiter manca di elementi fanta~ 
scientifici e opera secondo una fredda determi- 
nazione opposta al disturbo mentale. Non ha 
niente del mad doctor, né del serial killer. Pero 
ha tutto di quella ipnotica e brillante specificita 
che caratterizza i cattivi bigger than life del 
cinema fantastico, Ricorda un po’ il Dr. Moreau 
creato da H.G, Wells € reso immortale da 
Charles Laughton — nella versione intitolata 
Island of Lost Souls (1932) € diretta da Erle C. 
Kenton — per la sua grande abilita © Porgo- 
gliosa compiacenza nel modificare i corpi, € 
vagamente rimanda al mondo macabro-circen- 
se di Tod Browning. Comunque, questo perso- 


naggio resta una creazione davyero originale: & 
altezzoso € autosufficiente; non si fida di nes- 
suno © non crede nella legge; quando deve 
uccidere, lo fa sempre per interposto animale o 
persona; non sopporta nessuna cicatrice sul suo 
yolto; la sua complessa mentalit& riunisce il 
rigore del saggio, Ia meschinit’ del delinquente 
e la megalomania dell’impresario dello show 
business. Inolire, e in special modo, Rossiter/ 
Schuler é dotato di un potente istinto sessuale, 
che si risveglia al cospeito delle donne dalla 
femminilita camale, coneretizzandosi in viziosi 
propositi privi di motivazioni, in un desiderio 
di appagamento che trae origine da una natura 


Vanda Hudson (as Magda) and Anton Diffring in a “blood-dripping" Italian “fotobusta”. 
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puramente virile 
Tutto cid contribuisce a far si che il Circo degli 
orrori abbia per protagonista un personaggio 
mai visto prima, un macho-dandy allo stesso 
tempo scienziato, criminale e affarista, il cui 
senso morale inizia e finisce nel suo benessere 
economico-sessuale ¢ le cui azioni sono costan- 
temente sotto il suo diretto controllo. La crea- 
tione di questa singolare figura, che riassume 
in sé qualcosa di sadiano e di satanico in una 
mirabile armonia, si deve allo sceneggiatore 
americano George Baxt (Brooklyn, 1923), pid 
tardi apprezzato anche come scrittore di gialli 
inusuali, Tra questi // rravestito (A Queer Kind 
of Death, 1966), primo romanzo della bizzarra 
wilogia ayente per protagonista il detective 
nero omosessuale Pharaoh Loye. Il suo talento 
di sceneggiatore si manifest) ugualmente in 
altre pellicole horror dell'epaca, soprattutto le 
stupende, e diaboliche, La citta dei morti (The 
City of the Dead / Horror Hoiel, 1961) di John 
Moxey e La notte delle streghe (Night of the 
Eagle / Burn, Witch, Burn, 1962) dello stesso 
regista del Circo degli orrori, Sidney Hayers, 
Inoltre, Baxt fu l’autore, nella sua stesura defi- 
nitiva, della sceneggiatura di quell’autentico 
gioiello del fantastique che @ L’abominevole 
Dr. Phibes (The Abominable Dr. Phibes, 1971) 
di Robert Fuest, 

Va qui sottolineato anche il merito dell’attore 
che interpreta |"immorale chirurgo, il tedesco 
Anton Diffring, che appena l’anno precedente 
aveva impersonato un altro scienziato (proba- 
bilmente in sostituzione di un Peter Cushing 
indisponibile per qualsivoglia ragione) in un 
fantastique gotico della Hammer, L’uomo che 
ingannd la morte (The Man Who Could Cheat 
Death, 1959) di Terence Fisher, ¢ ancor prima 
aveva dato vita al Dr. Frankenstein in un film 
televisivo, Tales of Frankenstein (1958) di Curt 
Siodmak, Sguardo penetrante ¢ portamento 
marziale, Anton Diffring & stato un magnifico 


Original French poster (above); Nicole 
(Yvonne Romain) during her performance 
in the notorius Schuler's Circus (right). 


interprete, forse uno dei pid sinister della sto- 
ria, distinguendosi nel ruolo del crudele ufficia: 
le nazista dagli anni ‘SO fino ai ‘70, senza per 
questo abiurare il genere fantastico. Inoltre, nel 
suo penultimo film, Diffring animd un perso- 
naggio che poteva essere un Rossiter/Schuler 
miracolosarmete scampato alla morte  natural- 
mente invecchiato, il Dr. Moser dei Predatori 
della notte (Les Prédateurs de la nuit, 1988) di 
Jesus Franco, Omaggio di Franco all’attore/ 
personaggio che precorse di un anno il suo 
Orlof di Gritos en a noche? Chi pud dirlo. 
Anton Diffring, nella duplice yeste di attore 
personaggio, domina il Circo degli orrori, € 
cosi la storia ruota attorno al suo temperamen- 
to malvagio, egocentrico e Jussurioso, Va riba- 
dito che proprio per quests 
V'insieme della vicenda dipende in maniera pr 
dominante dall’elemento erotico pitt che dal- 
V'atmosfera poliziesca, poiché i personaggi si 
servono del sesso senza pensarci due valte, seb- 
bene mirino ad obiettivi diversi; nel caso degli 
uomini, lo fanno per dominare, nel caso delle 
donne, per manipolare, Sempre in questo con- 
testo, almeno all’inizio, 1a forza dell’ ordine 
appare costituita da incapaci, come lo é di soli- 
to nelle barzellette, 

La necessaria carnalita femminile che esige 
Vimpostazione del film @ fornita da una serie di 
attrici all’altezza della situazione. A cominciare 
dalla provocante Erika Remberg, fascinosa mo- 
glie di Hayers, qui nei pani della formosa pro- 
stituta-ladra Elissa, dal volto sfigurato ma dal 
corpo attraente, trasformata dal chirurgo in una 
abile equilibrista. Nata in Indonesia, questa at- 
trice lavord per tutti gli anni Sessanta e i primi 
Settanta in ogni genere di co-produzione euro- 
pea (com’® il caso di The Lickerish Quartet / 
Esorika erotika psicotika, diretta da Radley 
Metzger nel 1972), senza perd imporsi come 
meritava; per di pit, sfortunatamente, non sa- 
rebbe ritornata al fantastique dopo questo film, 
fatto salvo poche eccezioni, come Der Fluch 


sua connotazione, 


der grunen Augen (1964) di Akos von Rathony, 
Indue ruoli minori (la cavallerizza Nicole e la 
domatrice di leoni Melina), compaiono invece 
alcune interpreti familiari per horror del tem- 
po: Yvonne Monlaur, presenza di primo piano 
di due produzioni della Hammer, Le spose di 
Dracula (The Brides of Dracula, 1960) di 
Terence Fisher e Il terrore dei Tongs (The 
Terror of the Tongs. 1961) di Anthony Bushell, 
e Yvonne Romain, che al contrario interpret 
sempre ruoli secondari, come in Corridors of 


Blood (1958) di Robert Day, nell" Implacabile 
condanna (The Curse of ihe Werewolf, 1961) di 
Terence Fisher e negli Spertri del capitano 
Clegg (Captain Clegg, 1962) di Peter Graham 
Scott. All'inizio della pellicola compare niente 
meno che Donald Pleasence, relativamente gio- 
vane ¢ con i capelli, incosciente della sua futu- 
ra gloria proprio nell’ambito del cinema horror, 
a seguito di un’enorme filmografia. 

Purtroppo, la regia di Sidney Hayers (nato a 
Edimburgo nel 1921) manca di personalita e di 


Anton Diffring and Yvonne Romain (as Melina, the lion tamer) on the foreground. 
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Her meeting with Rossiter/Schuler changes Elissa’s life: from battle-scarred prostitute-thiet (eft) to attractive circus artist (right), 


forza, due qualita che avrebbe meritato il Circo 
degli orrori in quanto soggetto originale di 
George Baxt. Non @ un mistero che il film bril- 
li, in particolare, in coincidenza degli omicidi 
dei differenti personaggi femminili, special- 
mente in occasione della morte indimenticabile 
di Magda (Ia bionda Vanda Hudson) sulla ruota 
girevole, impreziosita dall’oitima fotografia di 
Douglas Slocombe (mirabili le sue prove in 
film come Freud, passioni segrete di Huston, It 
servo di Losey e Per favore non mordermi sul 
collo di Polanski), che gioca tanto con i toni 
pastello, tipici delle copertine delle pubblica- 
zioni popolari americane (le riviste pulp, ma 
anche certi paperback e le men's magazine tipi 
che degli anni °50-"60), quanto con i contrasti 
cromatici, con una logica preferenza per il 
rosso sangue, Sembra davvero che Hayers si sia 
concentrato nell'esaltare questi momenti di 


fusione-confusione tra un erotismo masturbato- 
rio dai toni feticisti (abbigliamento raffinato, 
truco provocante, eccitante lingerie) e una re- 
pentina morte violenta. Una visione perversa 
dell"horror che si rivela come un altro degli 
importanti contributi_ al genere apportati da 
Circus of Horrors, wna caratteristica che sareb- 
be diventata poi un fondamento del thrilling 
all’italiana. Questo aspetto, tuttayia, ha un pre- 
cedente in un film inglese dell’anno prima, 
Horrors of the Black Museum (1959) di Arthur 
Crabtree; tra le due pellicole sono riscontrabili 
diverse analogie in certi tratti dei protagonisti 
maschili, con la differenza che il Bancroft degli 
Orvori del museo nero denota certe sfumature 
psicopatiche ¢ omosessuali che niente hanno a 
che vedere con il tetragono Schuler del Circo 
degli orrori. 

Riassumendo, il Circo degli orrori rappresenta 


in a French bistrot, the wily Rossiter observes with interest Elissa with a client of hers. 
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un’ opera rara, limitata ma ricca di meriti stori- 
ci e di risultati estetici, mai pretenziosi e sem- 
pre acutamente intuitivi, oggi pid’ sorprendenti 
di allora, 

Forsc la sorpresa pit grande del Circo degli 


orrori risiede nel fatto che un film dominato 
dalla morbositi includa, all’inizio, un momen- 
to di altissima poesia; cid si verifica quando la 
piccola Nicole, dopo essere stata operata con 
successo dalla sua orrenda deformazione fac- 
ciale da Rossiter, saltando per la felicita, dice a 
tutti gli animali del circo: «Sono bella! Sono 
bella!». (CA) 


ngland, 1947. Dr, Rossiter, a plastic sur 

geon wanted by the police for having 

performed an illegal operation, suffers a 
terrifying car accident while he is in the process 
of running away from the cops. His face disfig- 
ured, he is forced to undergo an operation, 
courtesy of his assistant, Martin, with the coop- 
eration of his sister, Angela. The threesome 
find a safe haven in France, where they contin- 
ue to experiment with plastic surgery. Under 
the bogus name of Bernard Schuler, Rossiter 
manages to take possession of a circus on the 
verge of bankruptcy, with the intent of hiring 
disfigured prostitutes/thieves, on whom to per- 
form his plastic surgery wizardries, in order to 
give them a new identity, thus turing them into 
circus attractions. In the course of ten years, 
Schuler turns his circus into one of Europe’s 
most successful itinerant shows, His sensuous 
female wards become all his lovers, however, 
inevitably, jealousy breaks out among them, In 
order to avoid blackmails or denunci 


Rossiter has the bright idea of eliminating the 
“unwanted ones” with a healthy dose of 
strange, providential accidents, which take 
place during the shows, couriesy of his partners 
in crime Martin and Angela. When the circus 


comes to England, Scotland Yard is already on 
alert. 


By the end of the 1950s, the gothic genre expe- 
rienced, in England, a season of great sple 
dour, thanks to a production house of London, 


Macho-dandy Rossiter/Schuler’s mad love: a love date with the luscious Melina (left) and the latter as a lion tamer (right). 


Hammer Film, established in 1947 by the 
Spanish emigrant Enrique Carreras. Following 
this revival, other producers jumped on the fan- 
tasy cinema bandwagon, although with differ- 
ent approaches, In this context, the partnership 
of two movie moguls, Monty Berman and 
Robert S, Baker, who would often perform sev- 
eral tasks (direction, photography, screenwrit- 
ing), proposing a very personal variant of the 
“patented Hammer style”, opting for realisn 
including the dirtiest aspects in all of their vai 
ants, from the erotic to the socially relevant 
ones, became very successful; as a matter of 
fact, Berman and Baker would often choos 
draw their inspiration from real life and f% 
morbid cases like those of Jack the Ripper and 
the Hell Fire Clubs. 

Obviously, during this very prolific period for 
the genre, in addition to the recognizable 
Hammer produets, England witnessed the birth 
of several less easily classifiable movies. 
Among these, one of the most unusual is un- 
doubtedly Circus of Horrors 

‘The most evident peculiarity of this movie, yet 
no Iess important and worthy of mentioning, is 
the fact that it doesn’t fully belong in the 
tastique genre, since all that which it portrays is 
rationally plausible. As a matter of fact, it 
also difficult to place this work in any other 
definite genre, not even in the psycho horror, 
which during that selfsame period was in the 
process of being defined by such genial exam- 
ples as Psycho (1960), by Alfred Hitchcock, in 
the United States and Peeping Tom (1960), by 
Michael Powell, (again!) in England, without 
forgetting the numerous predecessors; particu- 
larly certain films by John Brahm (first among 
them The Lodger, 1944) and the original M 
(1931), by Fritz Lang 

Circus of Horrors doesn’t feature any supernat~ 
ural or psychopathologic element whatsoever. 
That's the matter, then? What we are dealing 
with, here, is a rare mix of mystery story and 
grand guignol, with a touch of feuilleton and 
pulp, featuring a not quite coherent plot which 
starts in England, continues in Prance, reaches 
Germany only to wind up, once again, in the 
United Kingdom, practically a wild ride on a 


circus caravan which belongs to a plastic sur- 
geon who has changed his identity, a haven of 
sorts for many people wanted by the law. As a 
matter of fact, the figure of the surgeon repre- 
sents a particularly surprising character. So 
much so that the latter can be considered the 
metaphor itself of the peculiarities of Circus of 
Horrors in the field of horror moyies, in that, 
and [ repeat myself, Rossiter is devoid of any 
science fiction element and operates according 
to a cold determination, thoroughly opposed to 
that of the typical mentally diseased scientists. 
He is neither a mad doctor nor a serial killer. 
However he possesses the hypnotic and bril- 
liant peculiarity which characterizes the “big- 
ger than life” villains of fantasy movies. He 
looks a bit like H. G. Wells’ Dr, Moreau, as 
immortalized by Charles Laughton — in the 


version titled Island of Lost Souls (193 
directed by Erle C. Kenton — for his great abil- 
ity and the arrogant complacency in altering the 
various bodies he lays his hands on, maybe 
paying homage to Tod Browning’s macabre 
show. However, this character remains a really 
original creation: he is haughty and self-suffi- 
ent; he doesn’t trust anybody, nor does he 
believe in the law; when he has to kill, he 
always does that through the medium of a third 
party (an animal or  person!); he tolerates no 
scars on his face; his complex mentality in- 
cludes the rigour of a wise man, the meanness 
of a criminal and the megalomania of a show 
business manager. In addition to that, and 
above all else, Rossiter/Schuler is gifted with a 
powerful sexual instinct, which becomes more 
active when our (anti)hero is in the pres r 


nee of 


Dr. Rossiter with his assistants Martin and Angela operates on Elissa’s disfigured face. 
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into a 


Original American poster. 


women characterized by a particularly sensual 
femininity, carried into effect through a pletho- 
a of vicious purposes utterly devoid of moti- 
Vations, in a type of desire for pleasure coming 
directly from a purely virile nature, All these 
elements combine to create a character never 
before encountered, a macho-dandy who, at the 
same time, is also a scientist, a criminal and a 
business-man, whose moral sense begins and 
ends with his own economic-sexual well-being 
and whose actions are constantly under his own 
direct control. This singular figure, which sums 
up in itself something Sadeian and satanic in an 
admirable harmony, is the brainchild of the 
American screenwriter George Baxt (born in 
Brooklyn in 1923), later also appreciated as an 
author of unusual mystery novels. Among these 
A Queer Kind of Death (1966), the first chapter 
of the bizarre trilogy featuring the black homo- 
sexual detective Pharaoh Love. His talent as a 
screenwriter also enriched other horror movies 
of that era, especially the wonderful and diabol- 
ical The City of the Dead / Horror Hotel 
(1961), by John Moxey, and Night of the Eagle 
/ Burn, Witch, Burn (1962), by the same direc- 
tor of Circus of Horrors, Sidney Hayers, In 
addition to that, Baxt was also the author of the 
definitive draft of the screenplay of a veritable 
gem of fantastique, The Abominable Dr. Phibes 
(1971), by Robert Fuest 

We'd also like to point out the merits of the 
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One man's lust...made men into beasts, 
stripped women of their souls!) 
For ever stranger thrills 
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Original German poster for Circus of Horrors. 


actor who portrays the amoral surgeon, the 
German Anton Diffring, who, the previous 
year, had played the role of another scientist 
(probably in place of Peter Cushing, who was 
unavailable, nobody knows why) in a gothic- 
fantastique Hammer production, The Man Who 
Could Cheat Death (1959), by Terence Fisher, 
and, even before that, he had given life to Dr. 
Frankenstein ina TV movie, Tales of Franken- 
siein (1958), by Curt Siodmak. Characterized 
by apiercing stare and a martial bearing, Anton 
Diffring was a wonderful interpreter, maybe 
one of the most sinister ever, distinguishing 
himself in the role of the crue! nazi officer from 
the ‘50s to the ‘70s, without, for this reason, 
disowning the fantasy genre. In addition to that, 
in his penultimate movie, Difiting gave life to 
a character that might have been Rossiter/ 
Schuler himself, miraculously escaped from a 
seemingly certain death and, naturally, grown 
old: Dr. Moser, as featured in Faceless (Les 
Prédateurs de la Nuit, 1988), by Jesus Franco. 
Was Franco paying homage to the actor who 
predated his Awful Dr. Orlof of a full year? 
Nobody knows, for sure. 

Anton Diffring, in his double guise as an actor 
and a character, dominates Circus of Horror 
so the movie's story is centered around his evil, 
selfish and lustfial temper. We must again point 
out that, duc to this connotation, the plot in its 
whole depends essentially more on the erotic 


element than on the mystery noyel-like atmos- 
phere, since the characters use sex with an 
extreme ease, although their aims differ in most 
cases; the men do that to dominate, the women 
do that to manipulate, Always in this context, at 
least in the beginning, the representatives of the 
police look essentially like a bunch of inept fig- 
ures, a much too campy rendition! 

The necessary female sensuality, a key element 
to the film’s final success, is provided by a 
group of actresses always up to their task. 
Starting with the alluring Erika Remberg, 
Sidney Hayers’ charming wife, here in the 
guise of the buxomy prostitute-thief Elissa, 
characterized by a disfigured face coupled with 
an (ironically!) attractive body, transformed by 
the wily surgeon into a skilled high-wire per- 
former. Born in Indonesia, this actress worked, 
during the ‘60s and early ‘70s, in every type of 
European co-production (see Radley Metzger's 
The Lickerish Quartet | Esotika Erotika 
Psicotika, 1972), without, unfortunately 
acquiring the fame she thoroughly deserved: 
what's more, she was never to return to fantas- 
tique after this film, with the possible exception 
of such movies es Der Fluch der grunen Augen 
(1964), by Akos von Rathony. In a couple of 
minor roles (Nicole, an equestrienne, and 
Melina, a lion tamer), we can admire two 
familiar interpreters of many horrors of that 
era: Yvonne Monlaur, famous for her leading 


roles in two Hammer productions, The Brides 
of Dracula (1960), by Terence Fisher, and The 
Terror of the Tongs (1961), by Anthony 
Bushell; and Yvonne Romain, who, on the con- 
trary, was always featured in minor roles, g 
ing such features as Corridors of Blood (1958), 
by Robert Day, The Curse of the Werewolf 
(1961), by Terence Fisher, and Captain Clegg 
(1962), by Peter Graham Scott. In the movie's 
opening sequences we can also admire the 
great Donald Pleasence himself, here relatively 
young and still sporting most of his hair, 
unaware of his future glories in the field of hor- 
Tor cinema, as the result of an enormous fil- 
mography. 

Unfortunately, Sidney Hayers’ direction is thor 
oughly lacking in strength and personality, two 
qualities which would have certainly given jus- 
lice to George Baxt’s beautiful screenplay. It’s 
no mystery that the film excels, particularly, in 
the department of the homicides, especially 
those suffered by the various female charac- 
teres, namely, the unforgettable one document- 
ing the death of Magda (the blonde Vanda 
Hudson) on the spinning wheel, made more 
effective by the excellent photography of 
Douglas Slocombe (the man who successfully 
photographed such movies as Freud by Huston, 
The Servant by Losey and The Fearless 
Vampire Killers by Polanski), who plays with 
the pastel colors, typical of the covers of 
America’s popular publications (the pulp and 
men’s magazines, yet also certain paperbacks 
produced during the ‘50s and the *60s), as well 


as the level of brightness of the chromatisms, 
with a logical preference for the deep red. 
Hayers gives the impression of having limited 
himself to the exhaltation of these moments of 
fusion/confusion between a masturbatory type 
of eroticism sporting several fetishistic over- 
tones (refined dresses, provocative make-up, 
tantalizing lingerie) and an unexpected, violent 
death. A perverted vision of horror which is 
revealed, yet again, as one of the most impor- 
tant contributions brought to the genre by 
Circus of Horrors, a peculiarity which will 
become one of the foundations of Italian 
thrillers. This aspect, however, has an impor- 
tant forerunner in an English film produced a 
year before, Horrors of the Black Museum 
(1959), by Arthur Crabtree; there are several 
analogies between these two movies, starting 
with certain typical traits of the male leading 
characters, with the difference that the Bancroft 
‘of Horrors of the Black Museum shows certain 
psychopathic and homosexual overtones which 
have nothing in common with the Schuler of 
Circus of Horrors. 

To sum up all we have stated so far, despite its 
flaws, Circus of Horrors represents a rare 
accomplishment, full of historical merits and 
aesthetical triumphs, never self-indulgent and 
always sharply insightful, more surprising 
today than they were at the time of the film's 
first release. 

Maybe, the biggest surprise of Circus of 
Horrors lies in the fact that a movie dominated 
by morbidity is ultimately capable of featuring, 


Harrison Marks’ mode! Vanda Hudson (left) and Yvonne Romain, a 
French actress bom in London (above), in two publicity photos. 


in one of its first scenes, a moment of extreme- 
ly high lyrism; that which takes place when the 
little Nicole, after having been successfully 
operated by Rossiter, in order to remove her 
horrible facial disfigurement, jumping with joy, 
utters in front of the circus’ animals: «I’m beau- 
tiful! I'm beautiful!» (CA) 


ngleterre, 1947, Le docteur Rossiter, un 
AS plastique, recherché par la 

police pour une intervention illégale, 
subit un terrible accident d’ automobile pendant 
qu'il est en train de fuir les policiers. Main- 
tenant défiguré, il est opéré par son assistant, 
Martin, avec la collaboration de sa secur, 
Angela. Les trois complices se réfugient en 
France oi i] continuent 4 expérimenter 1a chi- 
nurgie esthétique, Sous le faux nom de Bernard 
Schuler, Rossiter réussit a s'emparer d'un 
cirque qui est en train de faire faillite, dans l'in- 
tention d’engager des jeunes prostituées/délin- 
quantes défigurées pour les opérer, leur don- 
nant ainsi une nouvelle identité pour en faire 
des attractions du cirque, Pendant dix ans, 
grice A la direction de Schuler, le cirque 
devient l'une des plus grandes attractions 
ambulantes d’Europe, avec beaucoup de suc- 
cés, Les sensuelles filles deviennent toutes ses 
amantes, mais, inévitablement, de Ia jalousie 
“Gclate” entre elles. Pour éviter des chantages 
et des dénonciations, Rossiter prend des me- 
sures tout & fait drastiques pour éliminer les 
“indésirées", grace a des accidents providen- 
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Kitsch eroticism In the Temple of Beauty, one of the main attractions of Schuler’s Circus. 


tiels et tout a fait étranges qui ont lieu pendant 
les spectacles, avec a complicité de ses part- 
ners in crime Martin et Angela. Quand le cirque 
arrive en Angleterre, Scotland-Yard est dgja en 
alene... 


A la fin des années cinquante, le genre gothique 
vécut un moment de grand éclat en Angleterre, 
griice A une maison de production de Londres, 
la Hammer Film, fondée en 1947 par |’ émi- 
grant espagnol Enrique Carreras. A la suite de 


ce revival, plusieurs autres productions affron- 
trent le cinéma fantastique, bien qu’avec des 
approches différentes. Dans ce milieu, s’impo- 
sa le couple de producteurs formé par Monty 
Berman et Robert 5. Baker, qui souvent menait 
plusieurs tiches (mise en se&ne, photographic, 
adaptation 2 I’écran) et qui proposait une 
variante trés personnelle du style Hammer, en 
optant pour le réalisme, y compris T'aspect le 
plus sordide dans toutes ses variantes, de celles 
Erotiques & celles sociales; 


"est pour ge done 


Another erotic kitsch “tableau vivant”; Adam and Eve in the Garden of Eden. 
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Statuesque Yvonne Romain in the Temple. 


que Berman et Baker aimaient micux s’inspirer 
a de morbides cas véridiques, comme ceux de 
Jack I’éventreur et des Hell Fire Clubs, 
Naturellement, pendant ce ferment du genre, 
Outre aux reconnaissables propositions de la 
Hammer Film, des oeuvres moins classables fu- 
rent également produites en Angleterre, parmi 
lesquelles une des plus insolites est sans doute 
Le Cirque des horreurs (Circus of Horrors). 
La caractéristique la plus évidente de ce film, 
mais pas du tout a moins importante et digne 
d’Gtre mentionnée, est son appartenance, peu 
rigoureuse, au cinéma fantastique, car tout ce 
qu'il représente est rationellement plausible. 
On peut bien dire que cette ceuvre est tres diffi- 
cile & placer dans un genre particulier, pas 
méme dans le psycho horror qui, 4 ce moment 
la, était en train d’étre defini par les géniaux 
Psycho (1960), de Alfred Hitchcock, aux Etats 
Unis et Le Voyeur (Peeping Tom, 1960), de 
Michael Powell, aussi en Angleterre, sans 
oublier les nombreux prédécesseurs; particulie- 
rement certains films de John Brahm (premier 
entre eux The Lodger, 1944) et |'original M 
(1933) de Fritz Lang. 

Le Cirque des horreurs ne présente aucun élé- 
ment surnaturel ou psychopathique. Et alors? 
Nous nous trouvons en effet en face dun rare 
mélange de roman policier et de grand guignol. 
avec une fine couche de feuilleton et de pulp, 
dont le canevas, pas trop cohérent, part de 
V'Angleterre, continue en France, descend en 
Allemagne et revient 4 son point d'origine, lit- 
téralement 3 bord de la roulotte du cirque d'un 
chirurgien plastique qui a changé son identité, 
sur lequel sont montés beaucoup de personnes 
persécutées par Ia loi. C’est bien lui, le chirur- 
gien, l'homme qui représente l'un des person- 
nages les plus particuliers et surprenants. Si 
bien qu'il pourrait étre élu A métaphore de la 
particularité du Cirque des horreurs dans la 
catégorie des films de terreur, c’est A dire que, 
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Eastmancolor 


et je dois me répéter ici, Rossiter ne présente 
aucun élément de seience-fiction et ouvre selon 
une froide détermination opposée au dérange- 
ment mental. Il n’a rien du mad doctor, ni du 
serial killer. Toutefois, il incarne toute cette 
particularité hypnotique et éclatante que carac- 
térisait les méchants bigger than life du cinéma 
fantastique. Il ressemble un petit peu au 
Docteur Moreau, crée par H.G, Wells et rendu 
immortel par Charles Laughton — dans la ver- 
sion qui s’intiuile L’lle du Docteur Moreau 
(Island of Lost Souls, 19. irigée par Erle C. 
Kenton —, pour sa grande habileté et son 
orgueilleuse complaisance dans la modification 
des corps, et il renvoie vaguement au monde du 
cirque macabre de Tod Browning. De toute 
fagon, ce personnage reste une création vérita- 
blement originale: il est hautain et autonome; il 
se méfie de tout le monde, il ne croit pas a la 
oi; quand il doit tuer, il le fait toujours par l’en- 
tremise d'un animal ou d'une personne; il ne 
tolre aucune balafre sur son visage; sa com- 
plexe mentalité réunit la rigueur du sage, la 
mesquinerie du criminel et la mégalomanie de 
Ventrepreneur du show business. De plus, et 
surtout, Rossiter/Schuler est doté d'un pui it 
instinct sexuel, qui se réveille & 1a présence de 
femmes & la féminilité chamelle, en se coneré- 
tisant dans de vicieuses résolutions privées de 
motifs, dans un désir de satisfaction qui décou- 
le directement d’une source purement virile. 
Tout cela concourt & faire en sorte que le 
Cirque des horreurs ait comme protagoniste un 
personnage qu’on n’avait jamais yu aupara- 
vant, un macho-dandy qui est en méme temps 
un savant, un crimine] et un brasseur d’ affaires, 
dont le sens moral commence et finit avec son 


French press ad (left); the Indian knife-thrower sets out to perform his number with the aid of 
his assistant, Magda, destined to meet her fate in a shocking way during the act (above). 
«Circus of Horrors’ tawary virtues are such that it's possible to make too big a case for the 
film. In this, it's not unlike the pulp potboilers of such writer as Corell Woolrich and Jim 
Thompson.» (Richard Valley, “Circus of Horrors’, Scarlet Street no. 6, spring 1992). 


bien-€tre économique/sexuel et dont les actions 
sont constamment sous son direct contrale, La 
création de cette figure singulidre, qui résume 
en elle-méme quelque chose de sadien et de 


satanique dans une admirable harmonie, se doit 
au scénariste américain George Baxt (né & 
Brooklyn en 1923), plus tard célébré aussi 
comme auteur de singuliers romans policiers. 


“Theatre du Grand Guignol” or circus of horrors? This frame was cut in the English edition. 
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Two German pressbook covers for Circus of Horrors, 


Parmi lesquels A Queer Kind of Death (1961), 
le premier roman de la bizarre trilogie ayant 
comme protagoniste le detective noir homo- 
sexuel Pharaoh Love. Son talent de scénariste 
se révéla également avec d'autres pellicules 
d'épouvante de 1a méme époque, surtout avec 
les merveilleuses et diaboliques The City of the 
Dead / Horror Hotel (1961), par John Moxey, 
et Night of the Eagle / Burn, Witch, Burn 
(1962) par le méme metteur en scéne du Cirque 
des horreurs, Sidney Hayers. De plus, Baxt fut 
V'auteur, dans sa rédaction définitive, de P'adap- 
tation a I'écran d'un yeritable bijou du fantas 
tique, c'est A dire !'Abominable Dr. Phibes 
(1971), par Robert Fuest. 

Cela vaut bien la peine de souligner les mérites 
de l’acteur qui interpréte I’immoral chirurgien, 


Vallemand Anton Difiring, qui, 4 peine l'année 
précédente, avait incarné un autre savant (pro- 
bablement & la place de Peter Cushing, qui 
s‘@ait rendu indisponible, on ne sait pas bien 
pour quelle raison) dans un fantastique 
gothique de la Hammer Film, The Man Who 
Could Cheat Death (1959), pat Terence Fisher, 
et avant cela il avait incarné le Docteur 
Frankenstein dans un film pour la télé, Tales of 
Frankenstein (1958), par Curt Siodmak, Doté 
dun regard pénétrant et un port martial, Anton 
Diffring a été un interpréte magnifique, peut 
étre I'un des plus sinister dans l'histoire du 
cinéma, en se distinguant dans le role du cruel 
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off 


1 nazi ds années cinguante aux années 


soixante-dix, sans, pour cette raison, abjurer le 
genre fantastique. De plus, dans son avant-der- 
niet film, Difiring anima un personage que 
pouvait étre un Rossiter/Schuler miraculeuse~ 


ment échappé & la mort, c’est-d-dire Ley 
Prédateurs de la nuit (1988), par Jesus Franco. 
Est-ce qu'il s’agit d’un hommage que Franco a 
voulu faire & l'acteur/personnage que devanga 
d'une année son Orlof de Gritos en la noche? 
Qui peut le dire? 

Anton Diffring, sous le double aspect d’acteur 
et de personage, domine Le Cirque des hor- 
reurs, et ainsi Mhistoire se déroule autour de 
son tempéramemt méchant égocentrique et 
luxurieux, Il faut répéter que c’est bien & cause 
de ces traits caractéristiques que l'ensemble de 
Vhistoire dépend d'une mani@re prédominante 
plus de I’élément érotique que de l’atmosphire 
policiére, car les personages se servent du 
sexe sans y penser deux fois, bien qu'il visent a 
des objectifs différents; dans Ie cas des fem- 
mes, elles le font pour manipuler, dans le cas 
des hommes, ils le font pour dominer, Toujours 
dans ce contexte-Ii, au moins au début, la poli- 
ce semble étre composée par des incapables, 
comme elle est souvent dans les bon mots. 
La nécéssaire sensualité charnelle féminine qui 
est fondamentale pour la réussite du film est 
fournie par une série d'actrices qui donnent 
toujours, chacune a leur fagon, une interpréta- 


tion convaineante, A partir de la provocante 
Erika Remberg, charmante femme de Hayers, 
qui, dans le role de la prostituée/voleuse, au 
visage défiguré mais au corps séduisant, qui a 
&6 iransformé en habile équilibriste par le chi- 
rurgien. Née en Indonésie, cette actrice tra- 
vailla pendant les années soixante et la premié- 
re partie des années soixante-dix dans toutes les 
genres de co-productions européennes (par 
exemple, The Lickerish Quartet de Radley 
Metzger, 1972), sans tout & fait s'imposer 
comme elle le méritait bien; de plus, malheu- 


reusement, apres ce film, elle ne serait plus 
revenue au fantastique, sauf peu d’ exceptions, 
comme Der Fluch der grunen Augen (1964), 
par Akos von Rathony, Dans deux réles 
mineurs (Ia cavaliére Nicole et la dompteuse de 
lions Melina), font leur apparition quelques- 
nes des interprétes les plus familidres chez. les 
fans de la terreur de I’epoque: Yvonne Monlaur, 
une présence de premier étage de deux produc- 
tions de la Hammer, Les Mattresses de Dracula 
(The Brides of Dracula, 1960), par Terence 
Fisher, et L’Empreinte du Dragon Rouge (The 
Terror of the Tongs, 1961), par Antony Bushell, 
et Yvonne Romain qui, au contraire, interpréta 
toujours des roles effaceés, comme dans Cor- 
ridors of Blood (1958), par Robert Day, 
La Nuit du loup-garou (The Curse of the Were- 
wolf, 1961), par Terence Fisher, et dans Le 
Fascinant Capitaine Clegg (Captain Clegg, 
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Center double-spread page from a German pressbook featuring several scenes from the movie. 


1962), par Peter Graham Scott. Au début de la 
pellicule on peut voir, pas moins que, Donald 
Pleasence, relativement jeune, et avec presque 
tous ses cheveux, ignare de sa future gloire 
dans le monde du cinéma d’horreur, 2 la suite 
d'une filmographie démesurée 

Malheureusement, la mise an scéne de Sidney 
Hayers manque de personalité et de force, deux 
qualités que le Cirque des horreurs aurait bien 
merité car le sujet original avait été écrit par 
George Baxt. Ce n'est pas un mystére si le film 
brille particuligrement lorsqu’on décrit les 
homicides des différents personnages féminins, 
particuligrement 3 l'occasion de la mort inou- 
bliable de Magda (la blonde Vanda Hudson) sur 
la roue tournante, cnrichie par la photographie 
de Douglas Slocombe (admirables ses épreuves 
dans des films comme Freud de Huston, The 
Servant de Losey et Le Bal du vampire de 
Polanski), qui joue autant avec les tons couleur 
pastel, typiques des couvertures des publica- 
tions populaires américaines (les revues pulp, 
mais aussi certains paperbacks ainsi que les 
men's magazines typiques des années 50-60), 
qu’avec les contrastes chromatiques, avec une 
logique préférence pour le rouge sang. 11 
semble yraiment que Hayers se soit concentré 
dans I'exaltation de ces moments de fusion- 
confusion entre un érotisme masturbatoire aux 


tons fétichistes (habillement raffiné, maquilla- 
ge provocant, excitante lingerie) et une violen- 
te mort subite. Une vision perverse de l'épou- 
vante qui se révele comme [une des autres 
importantes contributions au genre apportées 
par Le Cirque des horreurs, un caractére qui 
deviendra ensuite l'une des bases du thrilling 
italien. Cet aspect, toutefois, a un antécédent 
representé par un film anglais realisé l'année 
precédente, Crimes au musée noir (Horrors of 
the Black Museum, 1959), par Arthur Crabtree: 
entre les deux pellicules. on peut rencontrer 
plusieurs analogies dans certains traits des pro- 
tagonistes masculins, avec la différence que le 
Bancroft du musée noir dénote certains nuan- 
ces psychopathiques et homosexuelles qui 
n'ont rien a faire avec le Schuler du Cirque des 
horreurs. 

En résumant, Le Cirque des horreurs représen- 
te une oeuvre rare, limitée mais riche de mérites 
hhistoriques et de résultats esthétiques, jamais 
prétentieux et toujours intuitifs avec finesse, 
aujourd'hui plus surprenants qu’ils I’étaient 
hier. 

Peut étre que la surprise la plus grande du 
Cirque des horreurs se trouve dans le fait qu'un 
film dominé par la morbidité puisse inelure, aw 
début, un moment de trés haute poésie: ca se 
réalise quand la petite Nicole, apres avoir &é 


operée par le docteur Rossiter, avec beaucoup 
de suce’s, pour éliminer horrible déformation 
de son visage, en sautant de joie dit & tous les 
animaux du cirque: «Je suis belle! Je suis 
belle!». (CA) 


Circus of Horrors (BRI 1960) 

(il circo degli orrori | Le Cirque des horreurs / 
Der rote Schatten) 

D: Sidney Hayers; P: Anglo-Amalgamated 
(Nat Cohen, Stuart Levy); S/SC: George Baxt; 
PH: Douglas Slocombe; M: Franz Reizenstein, 
Muir Mathieson; C: Anton Diffring (Dr. Ross- 
iter/Schuler), Erika Remberg (Elissa Caro), 
Yvonne Monlaur (Nicole), Donald Pleasence 
(Vanet), Jane Hylton (Angela Webb), Conrad 
Phillips (Inspector Ames), Kenneth Griffith 
(Martin Webb), Vanda Hudson (Magda), Yvon- 
ne Romain (Melina), Colette Wilde (Evelyn 
Morley), Jack Gwillim (Inspector Andrews), 
John Merivale (Edward Finsbury), Carla Chall 
‘oner (Nicole as a child), Peter Swanwick (Ins~ 
pector Knopf), William Mervyn (Dr. Morley); 
COL (Eastmancolor); 91 min. / 88 min. 
Notes: Make-up by Trevor Crole-Ree 
Partially filmed at the Billy Smart Circus. The 
song Look for a Star is written by Mark 
Anthony and sung by Garry Mills. 
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The record cover featuring the Circus of Horrors’ hit songs depicting Erika Remberg and Anton Diffring (top left) and a sequence presenting 
Elissa Caro’s high-rope performance (top right and above). Elissa was played by Indonesia-born actress Erika Remberg, director Sidney 
Hayers’ wife. Remberg remembers: «Well, | had to learn this act on the rope. | practiced three or four weeks, so they could do the close shots 
and the half close shots. And then | had this scene with the python that | dreaded very much. | ended up becoming very great friends with the 
python; | almost wanted to buy it! Except my husband said, «lf you bring that python home, we divorce!» (from Scarlet Street no. 13, 1992) 
Opposite: Comic page publicizing the movie in the United States. The art is by Alex Toth, comic book Master and cult strips extraordinaire 
(including Walt Disney's Zorro and Bravo for Adventure). 
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Above: The psychopathic photographer Mark Lewis (Carl Boehm) and the glamorous model Milly (Pamela Green) in a Parisian set designed 
and painted by Green herself. Opposite: Mark Lewis and his camera, his fetishistic deadly weapon (top); Helen (Anna Massey) threatened by 
a camera tripod (bottom). «There is no streak of humour running through Peeping Tom as there is in Psycho. It is really unrelenting and not an 
easy film to watch. All the same, it is the film | wanted to make.» (Michael Powell, producer and director of Peeping Tom). Powell's masterpiece 
influenced the work of such directors as Martin Scorsese and Brian De Palma, two big fans of this disquieting and fascinating movie, 
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ay 


an 


A Correct Erotic Approach to 


Au plus Léger mouvement, nos corurs rompus S'ou- 
vraient au vide oi nous perdait \"infinité de nos 
reflets:» 


Georges Bataille, Madame Edwarda 


on dimenticherd mai la faccia che fece- 

ro, pid di un quarto di secolo fa, nume- 

108i critici britannici quando, di fronte a 
loro, ebbi I'impudenza di parlare dell’ Occhio 
che uecide (Peeping Tom) come di un film del- 
Vorrore assimilabile al fantastique. I “mostro 
fisico” del cinema horror tradizionale era Ii 
semplicemente rimpiazzato da un “mostro psi- 
assai pitt pauroso (0 affascinante, 
vale a dire la stessa cosa) poiché, al contrario di 
vampiri e licantropi, era perfettamente “reali- 
stico”, dunque credibile (1), 
Senza nemmeno ascoltare queste mie spiega- 
zioni, protestarono vivamente 
«Peeping Tom non @ né un film dell’ orrore, né 
un film del terrore, né un film del genere fanta- 
stico!», affermarono, indignati. 
«€ allora cos'é?», 
«Un film pomografico!», sentenziarono, dal- 
alto del loro virtuoso disprezzo. 
La mia prima reazione fu di troyare comica una 
simile affermazione, e come tale ne presi atto. 
D’altronde, ripensandoci bene, i miei pudibon 
di interlocutori non avevano affatio torto. Ef 
fettivamente, Peeping Tom pud sembrare 
prima vista, pitt un film erotico (e, parallels 
‘mente, un film sulla sessualita) che un film pro- 
priamente funtastique (0, se preferite, “fantasti- 
que” tra virgoletie), Se il eapolavoro di Michael 
Powell sollevd, all’uscita nelle sale di Londra, 
un’ondata di protesta, qualche critico isolato 
seppe gia allora cogliere 1a verita. Nel n. 316 
(vol. 16) del venerabile Monthly Film Bulletin 
(maggio 1960), un certo D.R. saluto Peeping 
Tom come «un film indiscutibilmente sadiano», 
nel quale scovava impliciti riferimenti alle 120 
giornate di Sodoma, in particolare alla quaran- 
tunesima delle 150 “passioni omicide” descrit- 


eologico’ 


Peeping Tom 


te nella quarta parte del romanzo: «Amaya 
vedere nudo il collo di una ragazza, stringerlo, 
tormentarlo un po’: int 


ne le confic 


una spil- 
la nella nuca, in una zona ben precisa. ¢ la 
ragazza muore all'istante» 

Sul numero 8 di Midi-Minuit Fantastique (gen- 
naio 1964) si potevano leggere istruttivi estrat- 


articoli, per la maggior parte biliosa- 
mente fustigatori, che accolsero il film alla 
“prima” parigina (il 22 settembre 1960, in 
un’unica sala). Non resistiamo al piacere di 
aggiungere, a questo stupidario, la prosa cri- 
stiana di Jacques Siclier su Télérama (n. 559 
del 2 ottobre 1960): «Abietio! |...] I] pretesto 
scientifico non ingannerd nessuno. Questo film 
aberrante, realizzato benissimo, riunisce le 
situazioni pitt torbide e pit sadiche [...] Ci si 
chiede chi, in tutto questo, abbia il cervello pitt 
malato, tra il personaggio, lo sceneggiatore e il 
regista». L’Ufficio cattolico del cinema, del 


resto, qualificava il film come uno «spettacolo 
malsano ¢ pericoloso sul piano dell'igiene 
mentale». 

E’ un fatto innegabile che Peeping Tom sia un 
film sommamente malsano e, per usare il vooa- 


bolario di Siclier, aberrante nel suo compiac 
mento (nella misura in cui descrive preci 
mente un'aberrazione erotica). La storia si 
conosce (2); Mark Lewis, assistente operatore 
in uno studio cinematograficu, arrotonda lo st 
pendio fotografando ragazze seminude ¢ cons 
cra il suo tempo libero dedicandosi, da amato- 
re, ai film in 16mm, Ha allestito in casa un 
laboratorio per sviluppare lui stesso la pellico- 
la, in quanto il suo immutabile soggetto d'ispi- 
razione esige la massima diserezione: filma 
esclusivamente I'agonia delle ragazze che 
assassina con una gamba del treppiede della 
sua cinepresa, astutamente modificato in guisa 
di un bastone-spada. Raffinatezza suprema, la 
cinepresa 2 fornita di uno speechio distorcente, 
nel quale le vittime assistono, in anteprima, alla 
propria morte (0, pitt precisamente, alla sua 
caricatura grottescamente deformata). 

Su questo postulato, Powell e il suo sceneggia- 
tore, Leo Marks (la cui paronimia con I'eroe 
costituisce uno degli innumerevoli private 
jokes del film), hanno elaborato un intrigo il cui 
rigore € la cui fastositi stupiscono ad ogni 
nuova visione. Non c’é una sola inquadratura di 
Peeping Jom, non un dettaglio dell'immagine, 
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del suono o del montaggio che non sia, non fos- 
s‘altro che per il costante gioco di rimandi alle 


numerose ref 


enze presenti al suo interno, dia 
bolicamente significante. Ancor piti che Viale 
del tramonto di Wilder, Quando muore una 
stella di Aldrich 0 Passion di Godard, Peeping 
Tom & il pit magistrale dei film SUL cinema, ed 
© una pertinente, amara e ironica riflessione 
ull’ aspetto voyeuristico che eomporta la prati 
ca (sia come creatore che come cinefilo) del 
cinema. Per questo, il regista Baden (nella fin- 
zione filmica, ovvero... Buden-Powell!) 2 il ful- 
cro attorno al quale si articolano altri ps 
che, in un mode 0 in un altro, sono tutti dei 
‘guardoni”, con Tevidente (ma assai relativa) 


sonag- 


eccezione di una cieca (Maxine Audley) che 


pero, in un certo senso, “vede", nell’accezione 
surrealista del termine (3). Un’inquadratura di 


Mark che versa un re: la & con- 


wente in una fi 
catenata con un"altra dove la cie 
bicchiere di whisky, il suo “reagente” 

Peeping Tam @ allo stesso tempo una violenta 
requisitoria contro una concezione normalizza- 


rice del 
dramma 
una sapida satira sociale, un giallo con il fiato 


psicanalisi, uno sconyolgente melo- 


una fiammeggiante storia d’amore, 


sospeso, un thriller insostenibile, un monumen- 
to all’ umorismo (nero), un esaltante esercizio 
di stile Ia cui sobrieta e il cui intramontabile 
classicismo, agli antipodi dell’accademismo, 


sottolineano armoniosamente la shalorditiva 
(ma elegante) sfacciataggine del film stesso. 
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Peeping Tom anche un film straordinariamen- 
te erotico (I’erotismo 2 onnipresente, sebbene 
in filig: enza, profondamente 
inquiet: 

patologica. Il climax @ raggiunto in due o tre 
sequenze relativamente “calde” (e decisamente 


sia) ¢, di consegu 
te, nella sua lettura di una sessualita 


feticiste), che in qualche caso fecero classifica- 
1 1960, come un film “per 
sporeaceioni” (oyyero un film “porn 
D’altronde. 1a sola nuditi (quella. 
della teneramente ingenua Pamela Green) che 
si intravede é ancora casta (il pelo pubico, all’e- 
poca, era bandito dagli schermi) e fuggevole (la 


re Peeping Tom, 


rafico”). 


tante, 


breve inquadratura in oggetto @ situata alla fine 
di una bobina e si accoreiava, via via, di qual- 
che fotogramma ad ogni nuova proiezione) (5) 
A questo proposito, bisogna precisare che 
Peeping Tom non presenta nessuna rottura 
rispetto agli alui film di Powell (nato a 
Canterbury, Kent, nel 1905). Sotto forme diff 
ugualmente 


rentemente barocche, I’erotismo 
presente in opere divetsissime tra loro, come 
The Phantom Light (1935), A Canterbury Tale 
(1944), A Maner of Life and Death (1946), 
Black Narcissus (1947), The Red Shoes (1948), 
Gone to Earth (1950) ¢ Bluebeard’s Cast 

(1964), tutte annoverabili tra le migliori realiz- 
zazioni di un cineasta che, allora gid famoso, 


sarebbe stato in seguito sottovalutato, divenen- 
do misconosciuto ai pid. 

Peeping Tom & diventato, poco # poco, un film 
mitico, Nei suoi confronti, si @ passati da una 


Hastman colour 


Original British poster (left) and Italian pressbook cover (above) for 
Peeping Tom. Filmed in 1959, this movie was released in 1960. 


riprovazione generale a un autentico culto 
Questa tardiva riabilitazione, del tutto legitti- 


ma, ha, paradossalmente, a lungo adombrato 


tutti i film precedenti di Powell. E non @ stata 
nemmeno sufficiente a rilanciare la carriera del 
regista. Dopo lo scandalo di Peeping Tom, con 
Vunica eccezione di Bluebeard’y Castle (pro- 
dotto per la televisione), Powell ha girato solo 
film minori, spesso indegni di lui. Non gli fu 
utile neppure essere nominato da Francis Ford 
Coppola senior director in residence degli studi 
Zoetrope, titolo esclusivamente onorifico 
Mor'o nel 1990, non poté concretizzare i due 
re: The 
Tempest, trata da Shakespeare, ¢ La Vouivre. 
da Marcel Aymé (6). E quando, intorno al 1982, 
si parlava di produrre un remake di Peeping 
Tom, a nessuno balend in mente I'idea di affi- 
dargli la regia... 

Nell’ottobre 1973, durante la retrospettiva a lui 


progetti che pid gli stavano a cu 


consicrata presso Ja Cinémathéque royale de 
Belgique di Bruxelles, ebbi !’occasione di con- 
versare a lungo con Powell. Ecco, alla rinfusa, 
cid che mi raccontd di pid piccante su Peeping 
Tom, yuotando metodicamente un biechiere di 
whisky (senza ghiaccio) dietro I’altro, 

«Avevo scoperto Leo Marks leggendo un suo 
etto, Era di un‘abilit straordinaria, Un 
giorno ‘ho incontrato a una cena e gli ho detto 
che volevo fare un film su Freud. L’ha trovato 


interessante e abbiamo deciso di lavorare insie-~ 
me. Ma, nella settimana successiva, venimmo a 


Pepitite to i desire 
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Center double-spread page from the Italian pressbook featuring several scenes from the movie. 


sapere che John Huston partiva per il Messico 
per preparare il suo Freud. Non ci testava che 


trovare un altro soggetto, e fu allora che Marks 


mi espose quello di Peeping Tom. Abbiamo 
scritto I’adattamento e la sceneggiatura insie- 
me, ma V'idea di base @ sua ed é lui unico 


autore del soggetto originale. [...] Peeping Tom 


@, in un certo senso, un film interamente codifi 
cato (7). Marks era stato un decifratore di codi- 
ci durante la guerra, ed aveva conservato una 
certa deformazione profession 
«AID uscita del film in In 
sorpreso nel constatare che la gente rimaneva 
stravolta. Le assicuro che, all’epoc 
to era veramente scioccante! 

«Per il ruolo di Mark Lewis, avevo inizialmen- 


hilterra, rimasi molto 


il sogget- 


te pensato a Laurence Harvey ma alla fine ho 
optato per Carl Bochm, ¢ sono molto soddisfat 
to della mia scelta. Trovo Boehm straordinario. 
Mi mette a disagio ogni volta che rivedo il film 
E’ un attore di una grande schiettezza, sebbene 
la sua prima ambizione fosse stata quella di 
diventare dircttore d’orchestra, come suo pa- 
dre,e di 
fargli interpretare Peeping Tom, perché suo 
padre era stato uno dei primi direttori a preoc: 
cuparsi personalmente della qualita tecnica 
im il padre 


ere delle opere liriche, Fu divertente 


delle sue registrazioni, menire nel 


di Mark Lewis 8, a suo modo, un manizeo della 
registrazione. I film @ pieno di strizzate d’oc- 


chio di questo genere 


«Ho interpretato io stesso il padre di Mark 
Lewis. Se talvolta recito nei miei film, non si 
deve per questo vederci sempre un messaggio. 
E* solo per comodita, per semplifi 
cose nel contesto della produzione, Ma, per 
Peeping Tom, & stato diverso, La mia perfor- 


ue certe 


mance nel ruolo del padre ha un signifieato. 
«{...] Certi dettagli, nel personaggio di Mark 
vis, sono altrettanti riferimenti a Harrison 
al tempo sposato con la sua modella 
preferita, Pamela Green (8). E lei che interpre- 


ta in Peeping Tom la modella 


da assassinata 


da Mark Lewis: erayamo molto amici ¢ certe 
scene del film sono un autentico oma; 
loro figure! Harrison Marks non partecipd 
minimamente a Peeping Tom, ma sono sue le 
foto che si yedono nella scena con Miles 
Malleson, il quale era, per di pitt, un nostro 
comune amico. Inolire. tutte le scene dello stu- 
dio fotografico sono state filmate nell’atelier di 
Harrison Marks. Ovviamente, Marks assisté 
alle riprese ¢ si divert molto nel vedere Pamela 


alle 


“interpretare” se stessa, E” il suo assistente per 
sonale ad incarnare, nel film, !’aiutante di Mark 
Lewis durante la seduta fotografica (9) 

| Leo Marks aveva pensato allo specchio 
fissato sulla cinepresa di Mark Lewis, ma sono 
stato io ad avere l’idea di usarne uno defor 


mante. Era pili espressionista. 
«Penso che Peeping Tom sia un film horror. 
Non mi piace perd che sia considerato come 


tale, ma questa é tutta unaltra storia, Non mi 


piacciono i film di Whale, Browning o Fisher 


In effetti, il loro cinem 


non mi interessa per 


nulla, Troyo che esista abbastanza orrore nel 
quotidiano, e non vedo perché perdere tempo a 
inventarsi degli orrori suppletivi (10), Peeping 
Tom ®... un dramma, Proprio cosi: un dramma 
Personalmente, sto dalla parte di Mark Lewis. 


Presumo che si capisca dal modo in cui ho re; 


lizzato il film, Penso semplicemente che sia un 


ragazzo che si spinge un po’ troppo in la nek 


Vapplicazione delle sue t 


sito, condivido i suoi principi. 


orig, A questo propo- 


«Non pretendo che ci sia un po’ di Mark Lewis 
in tutti i cineasti. E in me? Oh! In me... si. Si! 


«Scarpente rose e L'vcchio che uccide sono 


film molto diversi, ma entrambi sono spettaco- 


li sullo spettacolo. Credo che L 
uccide sia il pit bello. 
rosse 
che uccide (11). 


‘acchio che 
© forse & Scarpette 
No. Insomma, io preferiseo L'occhio 


Potremmo discutere all’ jnfinito sulle implica- 
zioni erotiche di un film incredibilmente denso 
di significati che, concepito come una spirale di 
rimandi intrecciati tra loro, non cessa di porsi 


come referente per altre opere (12). Gli occhi e 
la vista costituiscono il suo ossessivo motivo: 


conduttore, Sin dalle prime immagini, in primo 
piano, come in un’epigrafe, un occhio sostitui- 


sce il logo familiare — 


ma in questo caso sim- 


bolico — di The Archers (Ia societ’ di produ- 
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On these pages: the murder of Dora the bitch (Brenda Bruce)... snuff movies a la Mark Lewis. 


jone di Powell): un bersaglio, al centro del 
quale si conficea una freccia (13)... Mark Lewi 
(che, in una scena, si fa passare per un giorna- 
lista di The Observer) costringe le sue vittime 
ad un estremo auto-voyeurismo (14), che lui 
stesso superer’ filmando e osservando il suo 
stesso impalamento: un suicidio accuratamente 
messo in scena, sotto gli occhi dell’amica 
Helen (Anna Massey), Mail guardone supremo 
&, ovviamente, lo spettatore, ed & senza dubbio 
per questo che Peeping Tom, film quasi ipnoti- 
20, ci coinvolge cost tanto 

Mark appare smarrito, come evirato, senza la 
sua cinepresa. Lei é il suo fallo (lui “prende” le 
donne attraverso di lei), ma anche un feticcio 
amato (ne abbraccia appassionatamente l'obiet- 
0, owero la bocca, dopo aver scam| 
suo primo bacio con Helen), Cid che lo affasci 
na € lo eccita non é V'atto omicida in sé: é la 
paura che scopre sul volto delle sue “attrici”, 
quella paura che lui fa vedere loro e che filma, 
In Peeping Tom il sangue non scorre per nien 
te, non ¢’8 un briciolo di sequenza gore. E’ un 
documentario sulla paura reslizzato da Mark 


ato il 
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Lewis, ¢ non uno snuff movie (15). 

«lo SONO il cinema», ha, una volta, dichiarato 
Powell. Infatti, Peeping Tom &, a suo modo, 
uno strano film fatto in casa, Powell non si con- 
tenta di impersonare il padre di Mark, un biolo- 
go scopofilo, necrofilo e sadico: uno dei 
figli riveste il ruolo di Mark bambino, mentre 
sua moglie (16) si cala nei panni della madre 
morente, della quale filma gli addii al proprio 
erede. Inest ilmente intrecciate, la vila e la 
finzione si vampirizzano c rigenerano a vicen- 
da. Per questa ragione e per altre ancora, non & 
forse esagerato considerare Peeping Tom come 
il film pit intelligentemente perverso di tutta la 
storia del cinema, (PB) 


uo! 


NOTE 

1) Come Ia creatura di Frankenstein, I’eroe di 
Peeping Tom, al contempo mostro ¢ vittima, & 
sia patetico che terrificante. Ma Mark Lewis, 
commovente com’é, non ha niente del disgra- 
ziato. Al di 1& della sua yulnerabilita, del suo 
sconforto e della sua follia, resta magnifica- 
menie padrone del suo destino. In questo, & un 


vero e proprio eroe sadiano. II suo suicidio non 
@ una sconfitta, ma un’apoteosi: costituira La 
sequenza finale del documentario autobiografi- 
co (fortemente romanzato) le cui vittime saran- 
no state solo delle guest star. 

2) La sceneggiatura originale é stata pubblicata 
in volume (con un’intervista a Leo Marks di 
Chris Rodley come introduzione) nella collana 
“Classic Screenplays”, dalla Faber and Faber di 
Londra, nel 1998, Secondo le sue stesse dichia- 
razioni, Leo Marks avrebbe avuto V'idea di 


Peeping Tom osservando Powell «mentre gua 
daya uno dei suoi vecchi film» 

3) La cecita della donna non le impedisce di 
spiare il suo vicino con maniacale diletto. 
Ludito ¢ il tatto le sono sufficienti per “vede- 
re” e““fa una foto” a Mark palpandogli il volto. 
Il parallelismo tra il guardone ¢ la cieca & ac 
centuato da altre similitudini, e lei punta il ba- 
stone su di lui come Mark punta il piede assas- 
sino della cinepresa sulla gola delle sue vittime. 
Dettaglio sconvolgente, lei “osserva” i minimi 
spostamenti di Mark grazie ad un impianto 
audio messo a punto dal padre di quest’ ultimo, 
iniziatore e istigatore del suo voyeurismo 

4) Subito prima dei titoli di testa, attraverso il 
mirino della cinepresa di Mark Lewis, ovvero i 
suoi propri occhi, vediamo una ragazza comin- 
ciare a spogliarsi, Si tratta di Dora, una prosti- 
tuta, interpretata da un’attrice gid matura, 
Brenda Bruce, la cui aria annoiata di donna vis- 
suta ® portentosa. 

Curiosamente, sembra che Powell aves: 
vialmente pensato a un‘attrice assai pi 
ne € “normale” per questo ruolo. Sul canale via 
cayo Ciné Classics, nel programma “Le Club” 
(dal 12 al 19 novembre 2000), Myléne Demon- 
geot ha infatti raccomato che per poco non 
aveva recitato in Peeping Tom. Doveva parteci- 
pare ad «una sola scena>, rivestire «il ruolo di 
una ragazza che si fa uccidere», e il suo agente 
Vavrebbe dissuasa dall'accettare. E” divertente 
notare che Brenda Bruce, tre anni dopo 
Peeping Tom, avrebbe recitato in Nightmare di 
Freddie Francis (vecchio operatore di Powell), 


la parte di una certa... Mary Lewis! 
5) Oggetto di una falsa giunta troppo grossola- 
na per essere involontaria (Pamela Green, in 
piedi e in déshabillé, si ritrova in un batter 
d’occhio distesa e quasi nuda), questa inqua. 
dratura di nudo quasi subliminale era assente, 
fino al 1986, in tutte le copie distribuite negli 
Stati Uniti. Una versione * 
seni di Pamela erano nascosti, fu, infatti, appo- 
sitamente girata per il mercato americano. 

6) Per tre anni, due societa (una inglese, Ialtra 


greca) annunciarono The Tempest nell’ambito 
di un programma di coproduzione. L'ultima 
volta che si parld di questo film, nel 1976, 
doveva essere co-diretto da Powell ¢ da un 
cine: giannis (alias Costa 


sta greco, Costas Kar 
Carayiannis, alias Dacosta Carayian), fino ad 
allora specializzato in “erotismo da due drac- 
me”. Ma il fallimento commerciale del primo 
film diretto da Karagiannis per conto delle due 
consociate, Land of the Minotaur (now anche 
come The Devil's Men), mise definitivamente 
la parola fine al progetio. La Vouivre non ha 
ayuto, del resto, maggiore fortuna: ¢ Georges 
Wilson che, nel 1988, senza un briciolo di 
talento, hi, alla fine, portato sullo schermo il 
romanzo di Marcel Aymé. 

7) Non a caso, le chiavi giocano un muolo 
importante nel film. E” solo dopo aver compiu- 
to il suo Capolavoro, l'omicidio di Milly, che 
‘Mark osera seryirsi di una serratura, aprendo 
simbolicamente la porta alle sue pulsioni pit: 


estreme 
8) In realta, Pamela Green ¢ Harrison Marks 
convivevano, e non sono mai stati sposati. 

9) Vent’anni dopo questa intervista, una lettera 
di Pamela Green mi ha rivelato che Powell, 
ayeva sostanzialmente romanzato la realti dei 
fatti. Conosceva Pamela e il suo compagno da 
poco ed aveva visitato il loro atelier fotografico 
(al 4 di Gerrard Street, a Soho), per farlo poi 
interamente ricostruire (identico!) negli studi di 
Pinewood, nel Buckinghamshire, dove furono 
girati gli interni di Peeping Tom. Pam 
ayeva portato con sé la sua lingerie da modella, 


(che 


disegnata © cucita da lei stessa) gird le scene 
nel novembre 1959. In un’altra occasione, 
Pamela Green ha dichiarato che ignorava di 
doyersi mostrare nuda in una scena, All inizio 
rifiutd, con grande dispiacere di Powell (che 
deserive come un tiranno «faustiano» il cui 
«passatempo principale era umiliare gli atto- 
ri»). Non nominato nei crediti, Harrison Marks 
(che saremmo tentati di soprannominare Marks 
[o, meglioancora, Mark's] Lewis) esercito uffi- 
cialmente la funzione di consulente alla foto- 
grafia sul set di Peeping Tom. Il suo compito si 


esauri nel realizzare una serie di foto sexy della 
sua compagna, destinata alla promozione del 
film. Peeping Tom avrebbe declinato il voyeu- 
rismo all’infinito e, curiosamente, qualche an- 
no pid tardi, Pamela Green sarebbe diventata 
fotografa di scena per la Tyburn di Kevin 
Francis. Ulteriori aneddoti sulle riprese di 
Peeping Tom sono stati riferiti dalla Green in 
due documentari per la TV britannica: Doing 
Rude Things (1995) di Kristiene Clarke, sul 
cinema erotico inglese degli anni ‘50 e "60, ¢ A 
Very British Psycho (1997) di Chris Rodley, 


An astonished Helen Stephens (Anna Massey) watches Mark’s shocking movie. 
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Killer? Can you guess how youd look? Youll live that kind: 


excitement, suspense, horror, when you watch "Peeping Tom 
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The titilating American poster (1962) featuring Brenda Bruce. 


interamente consacrato al film di Powell. 
Inoltre, Pamela Green ha prodotto ¢ distribuito 
> 


in videocassetta il documentario autobiog 
Never Knowingly Overdressed (1996). diretto 
da Douglas Webb e da lei stessa commen 
Infine, altre dichiarazioni su Powell e Peeping 


Tom sono riportate in un Iungo artivolo della 
Green pubblicato sul numero del luglio 1996 
della rivista americana Femme Fatales 

10) En passant, possiamo meditare su questa 
risposta di Terence Fisher a Miche! Caen, nel n, 
10/11 di Midi-Minuit Fantastique (invemo 
1964-1965), a proposito di Peeping Tom: «E* 
Intendo sul piano morale. E” realizzato 
benissimo, ma dayvero difficile da sopportare. 
Il personaggio é spaventoso. Penso che questo 


ori 


genere di film sia pericoloso...» 
11) Powell, stranamente, dedica a Peeping Tom 
solo poche, insoddisfacenti righe nel secondo 
volume della sua autobiografia (Million-Dollar 
Movie, Londra, Heinemann, 1992). 

12) Non ce da stupirsi che Pedro Almodovar 
abbia om: 


10 Powell mettendo un manifesto 
di Kika (1993), 
Un artista canadese ha scelto volutamente di 
farsi chiamare Mark Lewis (almeno che non si 
tratti del suo vero nome, cosa che non crediamo 


di Peeping Tom in una scen: 


ragionevolmente possibile). A meta strada tra il 
cinema e l’arte concettuale, una delle sue 
opere, omaggin integrale al film di Powell, 
s‘intitola Peeping Tom (2000): vedi Mark 
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WHAT MADE THIS 
THE MOST 
DIABOLICAL 


MURDER 


WEAPON 7 4 


‘SEE IT FROM 
THE BEGINNING! 


{LO MARKS 


Lewis Films 1995-2000, Londra, Film and 
Video Umbrella, 2000. 
13) Il tema dell’oechio era gi 


presente nel 
Ladro di Bagdad (The Thief of Bagdad) e 
soprattutto in Scala al Paradiso (A Matter of 
Life and Death), dove c’e una soggettiva dal 
“punto di vista” del personaggio principale 
(David Niven): le sue palpebre si chiudono 
sullo schermo, che sembra allora coperto da 
una pelle rossastra e capillarizzata, 

14) Prima di uccidere Vivian, la ballerina 
(Moira Shearer), si prende 1a briga di ripren- 
derla mentre lo filma. 

15) Aggiungiamo che gli snuff movie (a cui 
esistenza @ molto controversa) sono girati a 
scopo di lucro e destinati comunque a un certo 
pubblico, per quanto ristretto, mentre Mark 
Lewis non pensa minimamente a commerce 
lizzare i] suo film. 

16) Moglie di Powell dal 1943, Frances (Fran- 
kie) Reidy a apparsa in uno dei suoi film, 


The Edge of the World (1937). E’ deceduta nel 
1983. L’anno dopo, Thelma Schoonmaker & di 


ventata conda moglie del r 


will never forget the startled expression on 
the faces of many British 
more than a quarter of century ago, 
impudence of talking, before them, about 
Peeping Tom, defining it as a horror movie 


ics when I 
had the 
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Original Italian poster for Peeping Tom. 


directly comparable to the fantastique. The 
“physical monster” of traditional horror cinema 
had been replaced there by a “psychological 
monster”, a much more frightening (or fasci- 
nating, which practically means the same 
thing) one, since, unlike the usual vampires and 
werewolves, he was perfectly realistic, there- 
fore believable (1). 

Without even listening to my explanations, 
they strongly protested. «Peeping Tom is nei 
ther a horror film nor a terror movie, much less 
a fantasy motion picture!» they angrily sen- 


tenced. 
«What is it. then?» 
«A pornographic movie!» they screamed, look- 


ing at me with contemptuous scorn. 
My immediate reaction was that of finding this 
statement extremely laughable, therefore I tock 
note of it. Besides, on second thought, my 
prudish interlocutors were quite right. It just so 
happens that Peeping Tom might actually look, 
at first sight, more like an erotie movie (and, in 
addition to that, a film about sexuality) than a 
motion picture fully belonging in the fantas- 
tique genre (or, if you prefer, “fantastique 
genre”, in inverted commas). If, by the time of 
its first premiere in the movie-halls of London, 
Michael Powell's masterpiece caused a wave of 
protests, there were also certain isolated crities 


who managed to grasp its sheer essence. In the 
316th number (Vol. 16) of the venerable 
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Original British press ad (above); Pamela 
Green (as Milly) and Carl Boehm (as Mark) 
in the reconstructed Paris-like sets from 
Harrison Marks’ studio (right). 


Monthly Film Bulletin (May 1960), one D.R. 
hailed Peeping Tom as an «undoubtedly 
Sadeian movie,» in which he discovered sever- 
al implicit references to the 120 Days of 
Sodom, particularly the 41st out of the 150 


“homicidel passions” described in the novel's 
fourth part; «He loved to see the naked neck of 
a girl and squeeze it in order to molest it « lit 
Uc: finally he drives a pin in the nape of her 
neck, in a precise spot and the girl dies instant 
ly» 

In the eighth issue of Midi-Minuit Fantastique 
(January 1964) one could find several instruc- 
live excerpts from the reviews, most of which 
panning the movie, which “hailed” its premicre 
in Paris (which was held on September 22nd, 
1960, in a single movie-hall), We can't help but 
add to this veritable “bestiary” the Christian 
prose of Jacques Siclier in Té 
2 October 1960); «Base! [...] The scientific pr 
text won't fool anybody! This abominable 
movie, masterfully executed, by the wa 
bines the most troubled and sadistic situations. 
[uJ We can only ask ourselves whose, in all 
this, is the sickest mind of them all: is it the 
leading character's? Is it the sereenwriter’s or 
the director's?» 

The Catholic Office of Cinema, on the other 


com- 


hand, labelled the film as an «insane and dan- 
gerous spectacle in the context of mental 
hygiene.» We can’t certainly deny the fact that 
Peeping Tom is a highly “sick” (in its compla- 
cency) and, to use Siclier’s vocabulary, abom- 


inable movie (particularly as regards to its pre- 


se description of an erotic aberration), The 
story is well known (2); Mark Lewis, an as 
tant operator in a movie studio, edds to hi 
salary by photographing half-naked young 
ladies and spends his free time with his 
favourite hobby: 16mm movies. He has set up 
a laboratory at home in order to develop his 
own films, since the immutable object of his 
inspiration demands the utmost discretion: he 
films exclusively the agony of the girls he mur- 
ders with the tripod of his camera, which he has 
cunningly modified in the guise of a cane- 
sword of sorts, Ina triumph of supreme refine- 
ment, the camera is equipped with a parabolic 
mirror, through which the victims can watch 
the “preview” of their own death (or, to be 
more precise, its grotesquely deformed carica- 
ture). 

On this premise, Powell and his screenwriter 
Leo Marks (whose coineidence of names with 


the anti-hero makes up one of the countless 
inside jokes of the movie), have carefully built 


up a story whose rigour and magnificence still 
manage to astound the spectator with each new 
screening. Eyery single frame of Peeping Ton, 
every minor detail of the images, of its editing 
and sound, carries a diabolic meaning, playing 
upon the countless reference-marks hidden 
within the plot, More effective than Wilder's 
Sunset Boulevard, Aldrich’s The Legend of 
Lylah Clare and Godard’s Passion, this is the 
most masterful movie ABOUT cinema ever 
committed to celluloid, in that this isa relevant, 
bitter and ironic reflection on the voyeuristic 
aspect deriving from the practice (both as a 
professional or a simple moviegoer) of cinema. 
That's why director Baden (in the film's fic~ 
tional world, that is... Baden-Powell!) is literal- 
ly the centerpiece around which other charac- 


ters “articulate”. As a matter of fact, they’re all 
“Pepi 


s jent, yet_very 
much relative, exception of @ blind woman 
who, by the way. is nonetheless able to “see” in 
the surrealistic meaning of the term (3). A 
frame depicting Mark in the process of pouring 
a reagent in a vial is linked up with another 
showing the blind woman serving herself a 
drink of whisky, her personal “reagent”... 

Peeping Toms, at the same time, a violent “bill 
of indictment” against a “normalizing” concep- 
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tion of psycho-analysis, a disturbing melod- 
rama, a wonderful love story, a frightening 
thriller, a monument to (black) humour, an 
exciticing stylish exercise whose sobriety and 
eternal classicism, so far removed from certain 
academical exer 


es, harmoniously lay stress 
ving (yet elegant) impudence of the 
movie itself. Peeping Tom is also a 
nary erotic movie (eroticism is ever-present, 
although in a “toned down” manner) and, there- 
fore utterly disturbing in its interpretation of a 
pathologic sexuality, The climax is reached in 
wo or three relatively “hot” (and definitely 
fetishistic) sequences which, in a few cases 
earned Peeping Tom, in far-off 1960, renown as 
a movie for “dirty pigs” (that is. “a pornogra- 
phic” film). On the other hand the sole nudity 
(courtesy of the tenderly exciting and naive 
Pamela Green) we manage to “glimpse” is still 
a chaste (the pubic hair was still banned from 
the silver screen, at the time) and ephemeral 
one (the brief frame we are talking about was to 
be found, unfortunately, at the end of a reel and 
it would get progressively more short with each 
new screening) (5). 

On this matter. we'd like to point out how 
Peeping Tom doesn’t represent any big stylistic 
departure from the other Powell-helmed 
movies (the director was bom in Canterbury, 
Kent, in 1905). Under several differently 
baroque guises, eroticism is ever-present in 
such unlike works as The Phantom Light 
(1935), A Canterbury Tale (1944), A Matter of 
Life and Death (1946), Black Narcissus (1947), 
The Red Shoes (1948), Gone to Earth (1950) 
and Bluebeard’ Castle (1964), all of them 
deserving to be numbered among the best 
examples of the output of a filmmaker who, 
already well respected at the time, was later to 
be either singularly underestimated or ignored 
by many. 

Peeping Tom has, little by little, become a 
mythical film. After having initially met with 
general reprobation, it has finally reached the 
much coveted status of veritable cult movie 
Unfortunately, this belated rehabilitation, as a 
matter of fact totally justifiable, has, for a long 
period of time, cast a paradoxical shadow over 
Powell’s previous films. And it wasn’t even 
able to relaunch the director’s career. Afier the 
scandal of Peeping Tom, with the possible 
exception of Bluebeard’ Castle (produced for 
Television), Powell directed only minor 
. often unworthy of his talent, Even his 
nomination, on Francis Ford Coppola's part, as 
Zoetrope Studios’ senior director in residence, 
a purely honorific title, mind you, was of little 
use to him. Passed away in 1990, he couldn’t 
carry into effect nwo projects he had spent a 
long time working on; William Shakespeare's 
The Tempest and Marcel Aymé’s La Vouivre 
(6). Moreover, when in 1982-83 it was rumored 
there was going to be aremake of Peeping Tom, 
no one asked him to direct it 

In October 1973, during the retrospective 
devoted to his works which was held in 
Bruxelles under the tutelage of la Cinéma- 
théque Royale de Belgique, I had a nice long 
chat with Powell. Here's an excerpt of the most 


on the 


extraordi- 


Carl Boehm and Pamela Green: Mark, the artist, and his model in negligée, Milly. Take #1 and “spicy” anecdotes he told me about Peeping 
Take #2 of the only nude scene of Peeping Tom, an astonishingly erotic movie. Pamela Green Tom, while methodically imbibing one big 
was the first nude actress in a British feature-length film. glass of whisky after the other (without ice), 
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Original American press ad featuring Moira Shearer. 


«J had discovered Leo Marks while reading a 
sereenplay he had written, His ability was 
amazing, One day I met him at a restaurant and 
T told him I wanted to make a movie about 
Freud. He found the idea interesting so we 
decided 10 work together. However, a week 
later, we came to know that John Huston was 
leaving for Mexico, to begin working on his 
‘own Freud. So we had to find another subject, 
that’s when Marks came out with the basic idea 
for Peeping Tom. We wrote the adaptation and 
the screenplay together, however the main eon- 
cept was his own and he's also the only author 
of the original story. [...] Peeping Tom is, in a 
way, en entirely codified movie (7), Marks 
used to decipher secret codes during the war 
and he had acquired a certain professional skill 
in the field. 

«By the film’s first release in England, I was 
very surprised to see how shocking it was to 
people in general, Believe me, the subject 
really disturbing, at the time! 

‘sFor the role of Mark Lewis I had initially con- 
sidered Laurence Harvey, however, in the end, 
I chose Carl Boehm, and I’m still pretty happy 
with my final decision. I think Boehm is really 
extraordinary. He makes me feel uneasy every 
time 1 watch the movie, He’s a very genuine 
actor, although his primary ambition had origi- 
nally been that of becoming an orchestra direc- 
tor, like his father, and direct operas, Having 
him as the leading actor of Peeping Tom was 
really funny, because his father was one of the 
first conductors ever to control personally the 
technical quality of his recordings, while, in the 
film, Mark Lewis’ father is, in his own way, a 
maniac of recordings. The films is full of inside 
jokes like that 

«I played Mark Lewis’ father myself, If, from 
time to time, I happen to play a role in one of 
my movies, you don’t generally have to see a 


message of sorts in that. 1 do this for my own 
convenience, in order to simplify certain 
aspects in the context of the production. 
However, in Peeping Tom's case, things were 
different. My performance in the role of the 
father has a precise meaning 

fu] Certain details characterizing the role of 
Mark Lewis derive directly from Harrison 
Marks. He wes married, at the time, with his 
favourite model, Pamela Green (8). She's the 
‘one who, in Peeping Tom, plays the role of the 
nude model murdered by Mark Lewis: we were 
big friends and certain scenes of the movie are 
plain homages to their figures! Harrison Marks 
didn’t take part in Peeping Tom’s production at 
all, however his are the photos shown in the 
scene featuring Miles Malleson, who was our 
mutual friend. to boot. Moreover. all the 
sequences taking place in the photo-studio 
were filmed in Harrison Marks’ atelier. Ob- 
viously, Marks was present during the shoot- 
ings and had the time of his life watching 
Pamela, practically, playing herself. His own 
personal assistant portrays, in the film, Mark 
Lewis’ aide during the photo session (9). 

<4{-] Leo Marks had already thought about the 
mirror fixed on the camera of Mark Lewis, but 
Twas the one who came up with the idea od 
using a distorting one. It was more expression- 
st. 

sl think Peeping Tom is a hortor movie. 
However I don’t like its being considered as 
such, but this is another story. I don’ t like the 
movies of Whale, Browning or Fisher. AS 2 
matter of fact, I’m not at all interested in their 
cinema, I think there's enough horror in our 
daily life and I can’t understand why someone 
should waste his time creating additional hor- 
rors (10). Peeping Tom is... a drama. That's 
right; a drama. Personally, I’m on Mark Lewis’ 
side. [believe that is made quite evident by the 


Mark Lewis’ (and truly Harrison Marks}) assistant with a model. 


way I've constructed the movie. I simply think 
he’s a boy who goes a little too far in applying 
his theories. On this subject, I agree with his, 
principles. 

«1 don’t pretend to see a little of Mark Lewis in 
all filmmakers. What about me? Oh! Yes... In 
my case... I do, Definitely! 

«The Red Shoes and Peeping Tom are two real- 
ly different. movies, however they are both 
entertainments on entertainment. I believe 
Peeping Tom is the best one... or is it Red 
Shoes?.. No, in the end I definitely prefer 
Peeping Tom (11)>» 

We could discuss endlessly about the erotic 
implications of a movie incredibly replete with 
hidden meanings which, conceived like a spiral 
of intertwined reference-marks, doesn’t stop 
being, in turn, a landmark for other works (12). 
The eyes and the sight represent its obsessive 
leitmotiv, Ever since the firstimages, the close~ 
up of an eye, like an epigraph of sorts, replaces 
the familiar logo — however, in this case quite 
symbolical — of The Archers (Powell's 
Production Company): a target, in the centre of 
which an arrow runs into (13)... Mark Lewis 
(who, in 2 scene pretends to be a reporter of 
The Observer!) forces his victims to an extreme 
self-voyeurism (14), something which he will 
finally overcome himself while filming and 
watching his own impalement: an accurately 
arranged suicide, before the shocked eyes of his 
friend Helen (Anna Massey), However, the 
supreme “Peeping Tom” is, obviously, the 
spectator, That's undoubtedly the reason why 
we find Peeping Tom an almost hypnotic 
movie, so utterly convincing, 

Mark seems lost, almost emasculated, without 
his camera. It’s his own phallus (he “takes” 
women through it) however, itis also a beloved 
fetich (he passionately hugs its lens, that is its 
mouth, afier having exchanged his first. kiss 
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Dancer Vivian (Moira Shearer) before her murder (above left and top right); Mark watching Vivian's terror in his private movie (above right), 


with Helen), What he finds fascinating and 
exciting is not the act of murder per se: it's the 
fear covering the face of his “actresses”, that 
particular fear he shows them and films. There 
are no “rivers of blood” in Peeping Tom. there 
isn't even the slightest gore sequence, It’s a 
documentary on fear made by Mark Lewis, not 
a snutf movie (15). 

«1 am cinema,» declared Powell once. As a 
matter of fact, Peeping Tom is, in its own par- 
ticular way, a strange homemovie. Powell 
doesn’t content himself with portraying Mark’s 
father, a voyeuristic, necrophiliac and sadistic 


biologist; one of his sons plays the role of Mark 
as a child, while his wife (16), is his dying 
mother, filmed while bidding the last farewell 
to her heir. Inextricably linked together, real 
life and fiction “vampirize™ and 
each other, For this reason and maybe several 
others more, we're not going too far if we dare 
to declare that Peeping Tom is the most intelli- 
gently perverted movie in the history of cine- 
ma, (JPB) 


regenes 


NOTES 
1) Like Frankenstein’s creature, the (anti)hero 
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American lobby card for the movie, originally distributed in the U.S, grindhouse circuit. 
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of Peeping Tom, isa monster and a vietim at the 
same time, he's both pathetic and terrifying 
However Mark Lewis, as pitiful as he is, has 
nothing of the poor “wretched devil”. Beyond 
his own vulnerability, his own uneasiness and 
his madness, he magnificently remains the 
master of his own destiny. From this point of 
View, he’s a veritable Sadeian hero. His suicide 
is not a defeat, but an apotheosis; it will be the 
centerpiece of the final sequence of his autobi- 
ographical (and strongly romanticized) docu- 
mentary movie, his victims having been just 
plain and simple guest stars. 

2) The original screenplay was published in a 
book (including an introductive interview vo 
Leo Marks by Chris Radley) titled: Peeping 
Tom, “Classic Screenplays”, Faber and Faber, 
London, 1998. According to this interview, Leo 
Marks supposedly came up with the idea for 
Peeping Tom while observing Powell «in the 
process of watching one of his old movies.» 

3) The woman's blindness doesn’t prevent her 
from spying his neighbor with a maniacal 
delight. Hearing and touching are enough for 
her (0 “actually” see: she tells Mark she's tak- 
ing his photo while touching his face. The par- 
allelism between the blind woman and the 
Peeping Tom is emphasized by other similari- 
ties: the way she points her cane at him, 
reminding his aiming the murdering tripod of 
his camera at the throat of his victims. One dis- 
furbing detail is the fact that the woman 
“watches” Mark’s slightest moves thanks to an 
audio set placed there by the madman’s father 
who is, in turn, the instigator of his voyeurism, 
4) Just before the opening credits, through the 
view-finder of Mark Lewis’ camera, that is his 
own eyes, We see a girl starting to undress, 
That’s Dora, a prostitute played by an experi- 
enced actress, Brenda Bruce, wonderfully por- 
traying a woman marked by her life experi- 
ences. 

Curiously, it seems that Powell had initially 
considered for this role a much younger and 


Mark threatening Helen with his deadly instrument, and Helen’s deformed face reflected in the camera's parabolic mirror. 


“normal” actress. As a matter of fact, on the 
Cable Network Ciné Classics (in the program 
“Le Club”, broadcast from 12 to 19 november 
2000), Myléne Demongeot declared she came 
close to have a small role in Peeping Tom. She 
was supposed to appear in only one scene, 
playing «the part of a girl who gets herself 
killed,» but her agent advised her against 
accepting the role. It is curious to point out how 
Brenda Bruce, three years after Peeping Tom, 
was to appear in Nightmare by Freddie Francis, 
(an old camera operator of Powell's), in the role 
of one... Mary Lewis! 

5) The object of a wrong refastening, far 100 
ross to be unintentional (Pamela Green, stand: 
ing up in déshabillé finds herself, in the wink of 
an eye, almost naked lying down), this “nude”, 
almost subliminal frame has been absent, up 
until 1986, from all the copies distributed in the 
United States, A “prude” version, where the 
naked breasts of Pamela were ably hidden was, 
in fact. shot exclusively for the American mar- 
ket. 

6) For three years, two companies (an English 
and a Greek one), had been “announcing” Zhe 
Tempest as the c 
production projects. The last time someone 
mentioneé this film, back in far-off 1976, it was 
supposed to be co-directed by Powell and a 
Greek filmmaker, Costas Karagiannis (aka 
Costa Carayiannis, aka Dacosta Carayian), who 
had, up until that moment, specialized himself 


nterpicce of several co 


in above-average erotic movies made on a few 
“drachmas”. Unfortunately, the box-office fail- 
ure of the first movie directed by Karagiannis 
for the English-Greek partnership, Land of the 
Minotaur (also known as The Devil's Men), put 
an end to the project, La Vouivre was doomed 
to failure as well: George Wilson, in 1983, with 
no talent whatsoever, ultimately directed the 
screen adaptation of Marcel Aymé’s novel 

7) It just so happens that the keys play an 
imporiant role in the movie. It’s only after hav- 
ing accomplished his Masterpiece, Milly's 


murder, that Mark will dare to use a lock, sym- 
bolically opening the door to his most extreme 
passions. 

8) In reality, Pamela Green and Harrison Marks 
only lived together, at the time, and they've 
never been married. 

9) Twenty years after this interview, thanks to a 
letter ftom Pamela Green, I learned that Powell 
had substantially romanticized the reality of the 
companion only for a short time and had visit- 
ed their photo studio (4, Gerrard Street, Soho), 


ets, He had been knowing Pamela and her 


to have it rebuilt entirely (identical!) at 
Pinewood Studios, Buckinghamshire, where 
Peeping Tom’s interiors were shot. Pamela, 


who had brought along the lingerie she'd use 
during her sessions as a model — which she 
had drawn and sewn herself — shot the scenes 
in November 1959, On another o¥ 
Pamela Green declared that she was totally 
ware she 


sion, 


una 


as supposed to appear naked in a 
scene. She first refused, to Powell's great dis- 
may (whom she describes as a Faust-like tyrant 
whose favourite pastime was that of humiliat- 
ing the actors), Not mentioned in the final cred- 
its, George Harrison Marks (whom I'd be 
tempted to. nickname Marks — or better, 
Mark's Lewis), was officially employed as a 
photography consultant on the set of Peeping 
Tom, In reality, all he managed to accomplish 
was a set of sexy photos, depicting her com 
panion, for the movie's promotional campaign. 
Peeping Tom was to decline voyeurism to 
“infinity”, therefore it is curious to point out 
how Pamela Green, a few years later, was to 
¢ a stage photographer for Kevin 


becor 
Francis’ Tyburn. Further anecdotes on Peeping 
Tom’s filming have been told by Green in two 
documentaries made for the English television: 
Doing Rude Things (1995), by Kristiene 
Clarke, about the English erotic cinema of the 
“50s and the “60s, and A Very British Psycho 
(1997), by Chris Rodley, entirely devoted to 
Powell’s movies. Moreover, Pamela Green pro- 


duced and distributed a videotape-only realease 
of her autobiographic documentary Never 
Knowingly Overdressed (1996), directed by 
Douglas Webb featuring her own commentary 
Lastly, further statements about Powell and 
Peeping Tom were reported in an interesting 
long essay, written by Green herself, published 
in the July 1996 issue of Femme Farales. 

10) We can briefly analyse this answer, on 
Terence Fisher's part, to Michel Caen, featured 
in the issue no. 10-11 of Midi-Minuit Fanta- 
stique (winter 1964-1965), on the subject of 
Peeping Tom: «It’s horrible. 1 mean, from a 
moralistic point of view. It’s an ably executed 


movie, yet very hard to tolerate, The leading 
aracter is horrifying. [ think this type of 
movies are extremely dangerous...» 

11) Oddly, Powell devotes just a short, few 
frustrating lines to the subject of Peeping Tom. 


in his autobiography (Million-Dollar Movie, 
London, Heinemann, 1992). 

12) It’s no surprise that Pedro Almodovar paid 
homage to Powell by showcasing @ poster of 
Peeping Tom in a scene of Kika (1993), A 
Canadian artist chose willingly to be known as 
Mark Lewis (however this could even be his 
real name, something which we don’t reason- 
ably dare to believe). Halfway between cinema. 
and conceptual art, one of his works, a total 
homage to Powell's film, is titled Peeping Tom 
(2000): see Mark Lewis Films 1995-2000, 
London, Film and Video Umbrella, 2000. 

13) The theme of the eye was already present in 
The Thief of Bagdad and, principally, in A 
Matter of Life and Death, where there's a series 
of frames taken from the leading character's 
point of view (David Niven): his eyelids close 
on the screen, which seems, then, to be covered 
by a reddish, venous skin-curtain. 

14) Before killing Vivian, the female dancer 
(Moira Shearer), he takes the liberty of filming 


her while she films him, 
15) We'd like to point out that snuff movies 
(the existence of which is doubtful, to say the 
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Mark’s questioning before Inspector Gregg (Jack Watson) and Sgt. Miller (Nigel Davenport). 


least) are usually filmed for the sake of gain, 
destined, however, to a “particularly limited” 
audience, while Mark Lewis hasn’t the slightest 
intention of “commercializing” his film. 

16) Powell’s wife since 1943, Frances (Fran- 
kie) Reidy had already appeared in one of his 
movies, The Edge of the World, in 1937. She 
passed away in 1983. A year later, Thelma 
Schoonmaker became the director’s second 
wile 


© woublierai jamais la téte que firent, 
voici un gros quart de siécle, plusieurs 
critiques britanniques lorsque j'eus, 
devant eux, ’imprudence de parler de Peeping 
Tom (Le Voyeur) © 


nme d'un film d'hore 
directement apparentable 2u fantastique. Le 
monstre physique du cinéma d’ épouvante tradi- 
tionnel y était simplement remplacé par un 
monstre psychologique, d’autant plus effrayant 
(ou fascinant, ce qui revenait au méme) qu'il 
Stait, a inverse des vampires et lyeanthropes, 
parfaitement “réaliste”, done crédible (1). 

Sans écouter ces explications, ils protestérent 

«Peeping Tom west ni un film d’horreur, ni un 
film d’épouvante, ni un film fantastique!» 
décrétérent-ils, indignés. 

«Qu’est-ce done» 

«Un film pomographique!» laissérentils tom- 
ber du haut de leur vertueux mépris. 

Ma premigre réaction fut de trouver burlesque 
pareille affirmation, et de men gausser const 
quemment. Pourtant, 8 la réflexion, mes pudi- 
bonds interlocuteurs n’avaient pas tout a fait 
tort, Il se pourrait que Peeping Tom soit effecti- 
Vement, au tout premier degré, davantage un 
film érotique (et, parallélement, un film sur la 
sexualité) qu'un film & proprement parler fan 
tastique (ou, si vous préférez, “fantastique” 
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avec des guillemets restrictifs). Si le chef- 
d'euvre de Michael Powell souleva, lors de sa 
sortie londonienne, une vague de protestations, 
quelques critiques isolés ne s'y trompérent pas. 
Dans le n° 316 (vol. 16) du vénérable Monthly 
Film Bulletin (mai 1960), un certain D.R. salua 
par exemple Peeping Tom comme étant “sans 
aucun doute un film sadien», dans lequel il 
dénichait d implicites références aux 120 jour- 
nées de Sodome, particuligrement la 41éme des 
150 “passions meurtrigres” décrites dans 1a 
quatriéme partic du roman: «ll aimait A voir nu 
le col d’une fille, a le serrer, le molester un peu: 
il enfonce une épingle vers la nuque du col 
dans un certain endroit, dont elle meurt sur-le- 
champ». 

On a pu Tire, dans le n® 8 de Midi-Minuit 
Fantastique (janvier 1964), d'instructifs extra 
its des articles, pour la plupart fielleusement 
fustigateurs, qui accueillirent le film lors de sa 
présentation parisienne (le 22 septembre 1960, 
dans une seule salle), Ne résistons pas au plai- 


sir @ajouter, & ce bétisier, la prose chrétienne 
de Jacques Siclier dans Télérama (n° 559 du 2 
octobre 1960): «Abject! [...] Le prétexte scien- 
tifique ne trompera personne. Ce film aberrant, 
trés bien réalisé, accumule les situations les 
plus troubles et les plus sadiques. [...] On se 
demande lequel, dans I"affaire, a le ceryeau le 
plus malade, du personage, du scénariste ou 
du metteur en scene». L’Office catholique du 
cinéma, par ailleurs, qualifiait le film de «spec- 
tacle malsain et dangereux sur le plan de 1 


gigne mentales. 
Crest un fait que Peeping Tom est un film 
nemment (et complaisamment) malsain et, 
pour reprendre le vocabulaire de Siclier. aber- 
rant (dans la mesure ou il décrit précisément 
jue). On en connait le thé- 


une aberration ér 
me (2): Mark Lewis, assistant opérateur dans 
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un studio de cinéma, arrondit ses fins de mois 
en photographiant des filles dévétues et con- 
sacre ses loisirs a pratiquer, en amateur, le 
16 mm, Ila installé chez lui un laboratoire pour 
développer lui-méme la pellicule, son im- 
muable sujet d’inspiration exigeant la diseré- 
tion: il ne filme que I'agonie de filles qu’il a: 


sassine avec un des trois pieds de sa caméra, 
astucieusement bricolé & la maniére dune 
canne-¢pée. Par un raffinement supréme, la 
caméra est équipée d’un miroir parabolique 
dans lequel les victimes assistent, en preview, & 
leur propre mort (ou, plus précisément, a sa 
caricature grotesquement déformée). 

Sur ce postulat, Powell et son scénariste Leo 
Marks (dont la paronymie avec le héros consti- 
tue T'un des innombrables private jokes du 
film) ont élaboré une intrigue dont la rigueur et 
la richesse étonnent & chaque nouvelle vision. I 
n'y a pas un seul plan de Peeping Tom, pas un 
détail de l'image, du son ou du montage qui ne 
soil, ne serait-ce que par le constant jeu de ren- 
voi des foisonnantes références internes, diabo- 
liquement signifiant. Plus encore que Sunset 
Boulevard de Wilder, The Legend of Lylah 
Clare 4’ Aldrich ou Passion de Godard, c'est le 
plus magistral des films jamais tournés SUR le 
cinéma, et e’est une pertinente, acide et iro 
nique méditation sur la part de scoptophilie que 
comporte toute pratique (créative ou cinéphi- 
lique) du cinéma, Aussi bien, le cingaste Baden 
(c’est-i-dire... Baden-Powell!) est-il_littérale- 
ment le pivot autour duquel s‘articulent des 


personages qui, d’une fagon ou d'une autre, 
sont tous des voyeurs, a I’évidente (mais tres 
relative) exception d'une ayeugle (Maxine 
Audley) qui, elle, est en quelque sorte “voyan- 
te”, au sens surréaliste du terme (3), Un plan de 
Mark versant du réy 
chaine sur un plan oi elle se sert un verre de 


lateur dans une fiole s'en- 


Michael Powell with his son Columba 
(Mark as a child) and Mark Lewis’ suicide 
in the final scene of Peeping Tom (above); 
Powell and his son on the set (right). 


whisky, son “révélateur™ & elle. 

Peeping Tom est a la fois un violent réqui: 
re contre une conception normalisatrice de la 
psychanalyse, un mélo bouleversant, une flam- 
boyante histoire d'amour, une savoureuse sati- 
re sociale, un polar haletant, un film d'angoisse 
trés éprouvant, un monument d”humour (noir), 


toi- 


un exaltant exercice de style dont la sobriété et 
Vindémodable classicisme. aux antipodes de 
Vacadémisme, soulignent harmonieusement 
Tépoustouflant (mais élégant) culot. C'est 
aussi, en filigrane omniprésent, un film super- 
bement érotique (et, 4 ce titre, profondément 
troublant) dans sa lecture d'une sexualité 
pathologique. La moiteur du climat est entrete- 
nue par deux ou trois séquences relativement 
olé-olé (4) (et résolument fétichistes), qui firent 
parfois cataloguer Peeping Tom, en 1960. 
comme film de cul (voire, on I'a vu, comme 
film “pornographique”). On n'y apergoit pour- 
lant qu'une seule nudité (celle, tout plein ban. 
dulatoire, de l’attendrissante Pamela Green), et 
encore est-elle chaste (le poil pubien étant, & 
Vépoque. bani des écrans) et fugitive (Ie bref 
plan concerné se situant a la fin d’une bobine et 
s’écourtant, dés lors, de quelques images a 
presque toute projection) (5). 

TI faut, au passage, préc 
ne présente, sous cet angle, aucune rupture 
avec les autres films de Powell (Canterbury, 
Kent, 1905). Sous des formes diversement 
baroques, I’érotisme est présent dans des 
ceuyres aussi différentes que The Phantom 
Light (1935), A Canterbury Tale (1944), A 
Matter of Life and Death (1946), Black 
Narcissus (1947), The Red Shoes (1948), Gone 
to Earth (1950) et Bluebeard's Castle (1964), 
complant toutes parmi les meilleures réalisa- 


er que Peeping Tom 


tions d’un cinéaste qui, jadis prestigieux, fut 
ensuite singuliérement mésestimé ou, du 
moins, mal connu, 


Peeping Tom est, peu peu, devenu un film 
mythique. On est, & son égard, passé de la 
réprobation générale 8 un véritable culte, Cette 
réhabilitation, 1égitime, a longtemps jeté une 
ombre paradoxale sur les films antéricurs de 
Powell. Elle n'a pas suffi, non plus, a relancer 
la carrigre de celui-ci. Aprés le scandale de 
Peeping Tom, & la seule exception de Blue- 
beard’s Castle (destiné a la télévision), il n'a 
plus tourns que des films mineurs, parfois 


indignes de lui. I ne lui a servi a rien d’étre 
nommé par Francis Ford Coppola senior direc- 
tor in residence du studio Zoetrope, un titre 
tout honorifique. Mort en 1990, il n'a pu 
concrétiser les deux projets qui lui tenaient le 
plus A coeur: The Tempest, d'aprés Shakespeare, 
et La Vouivre, d’aprés Marcel Aymé (6). Et 
quand on parla de produire un remake de 
Peeping Tom, en 1982-83, on n’envisagea 
méme pas de lui en confier Ia réalisation. 

En octobre 1973, lors de la rétrospective que lui 
consacrait la Cingmathéque royale de Belgi- 
que de Bruxelles, j'ai eu le pot de m'entretenir 
Jonguement avec Powell. Voici, en vrac, ce 
quill m’a raconté de plus croustillant sur 
Peeping Tom tout en yidant méthodiquement 
de grands yerres de whisky (sans glace). 

«F'avais remarqué Leo Marks en lisant un sujet 
qu'il avait écrit. C’était d'une habileté étonnan- 
te, Un jour, je l’ai rencontré & un diner et je lui 
ai dit que je voulais faire un film sur Freud. Ca 
intéressé et nous avons décidé de travailler 


ensemble. Mais, la semaine suivante, nous 
apprenions que John Huston parteit préparer 
Freud au Mexique. Il ne nous restait plus qu’ 
trouver un autre sujet, et c’est alors que Marks 
m’a exposé celui de Peeping Tom. Nous avons 
écrit l'adaptation et le découpage en collabora- 
tion, mais toute V'idée de base vient de lui et il 
est le seul auteur du scénario original. [ 
Peeping Tom est, en un sens, un film entire- 


ment codé (7). Marks était déchifireur de codes 
pendant la guerre, et il en a conservé une cer- 
taine tournure d’ espri 
«A la sortie du film en Angleterre, j'ai Gé ues 
surpris de constater qu’il choquait les gens. Car 


je vous assure que le sujet, 4 I’époque, les cho- 
quait vraiment! 

«Pour le réle de Mark Lewis, j’avais d'abord 
songé & Laurence Harvey mais j'ai finalement 
choisi Carl Boehm, et je suis trés satisfait de ce 
choix, Je trouve Boehm extraordinaire. U1 me 
met mal a I’aise chaque fois que je revois le 
film. Cest un acteur d'une grande sincérité, 
bien que sa premiére ambition ait éé de de 
nir chef d'orchestre, comme son pére, et de 
diriger des opéras. Tl était amusant de lui faire 
interpréter Peeping Tom, parce que son pere fut 
V'un des premiers chefs a veiller personnelle- 
ment A la qualité technique de ses enregistre- 
ments et que, dans le film, le pére de Mark 
Lewis est lui aussi, d'une fagon différente, un 


maniaque de Venregistrement. Le film est plein 
de clins d’eil de cette sorte 

«J'ai joué moi-méme le pare de Mark Lewis. Si 
je joue parfois dans mes films, il ne faut gené- 
ralement pas Voir la un message. C’est juste 


facilité, pour simplifier diverses choses dans le 
cadre de la production. Mais, pour Peeping 
Tom, ¢'était différent, Ma prestation dans le 
role du pere avait un sens. 

afc] Certains détails, dans le personnage de 


Mark Lewis, sont aussi des références a 
Harrison Marks. Il était alors marié avec son 
modeéle préféré, Pamela Green (8). C'est elle 
qui joue dans Peeping Tom le mannequin nu 
que Mark Lewis assassine: c’étaient d'exce! 
lents amis @ moi, et certaines seénes du film 
leur rendent un véritable hommage! Harrison 
Marks n'a pas du tout collaboré 3 Peeping Tom, 
mais ce sont des photos a lui qu’on voit dans la 
scéne avec Miles Malleson — lequel était, par 
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Michael Powell with Pamela Green on the set of Peeping Tom. 


ailleurs, un de nos amis communs. De plus, 
toutes les scénes du studio photographique ont 
été filmées dans le studio d’ Harrison Marks, Il 
assistait évidemment au tournage, ga l'amusait 
beaucoup de voir Pamela jouer pratiquement 
son propre réle, C’est son assistant personnel 
qui, dans le film, campe V'assistant de Mark 
Lewis pour la séance de photos (9), 

[...] Leo Marks avait songé au miroir fixé & la 
cameéra de Mark Lewis, mais c’est moi qui ai eu 
Vidée d'un miroir déformant, C’était plus 
expressionniste, 

«Je ne pense pas que Peeping Tom soit un film 
@horreur Ca ne me dérange pas qu'il soit 
considéré comme tel, mais "est une tout autre 


histoire. Je n’aime pas du tout les films de 
Whale, Browning ou Fisher En fait, leur ciné- 
ma ne miintéresse pas, Je considére qu'il y a 
suffisamment d'horreur dans Je quotidien, et 
qu'on perd du temps en inventant des horreurs 
supplémentaires (10). Peeping Tom un 
drame. Oui, c'est cela; un drame. Personnel- 
Jement, je suis tout a fait “pour” Mark Lewis. 
Je crois que ga se voit dans la fagon dont j'ai 
fait le film. Je pense simplement que c’est un 
gargon qui va un peu trop loin dans lapplica- 
tion de ses idées. A cela prés, je suis fayorable 
aux principes qui sont les sie 
«de ne prétends pas qu'il y ait un peu de Mark 
Lewis dans tous les cingastes, En moi ? Oh | 
moi... oui. Oui ! 

«The Red Shoes ct Peeping Tom sont des films 
trés différents, mais tous deux sont des spec- 
tacles sur le spectacle. Je crois que Peeping 
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Tom est le plus beau... A moins que ce soit The 
Red Shoes... Non. Finalement, je préfére 
Peeping Tom (11). 

On pourrait gloser & l'infini sur les implications 
Erotiques d’un film ineroyablement dense qui, 
congu comme une spirale d’imbrications réfé- 
rentielles, ne cesse de se mettre lui-méme en 
abime, jusqu’au vertige (12). Les yeux et la vue 
y constituent un leitmotiy obsessionnel. Dés les 
premitres images, en gros plan, comme en 
exergue, un ceil se substitue au sigle familier 
mais subitement chargé de sens ~ de The 
Archers (la société de production de Powell): 
une cible, au centre de laquelle vient se ficher 
une fltche (13)... Mark Lewis (qui, dans une 
scéne, se fait passer pour un journaliste de The 
Observer!) contraint ses. victimes un anto- 
voyeurisme extréme (14), que lui-méme n'ou- 
trepassera qu’en filmant et regardant son 
propre empalement: un suicide soigneusement 
yeux d'Helen, sa ps 
ie (Anna Massey). Mais le voyeur supréme 
est évidemment le spectateur, et c'est sans 
doute pourquoi Peeping Tom, film quasi hyp- 
notique, nous touche tant 

Mark se montre égaré, comme chatré, 
caméra, Elle est son phallus (il “prend” les 
femmes avec elle), mais aussi un fétiche aimé 
(il Vembrasse passionnément sur lobjectif, 
autrement dit sur la bouche, aprés avoir échan- 
gé son premier baiser avec Helen). Ce qui le 
fascine et excite n'est pas Macte meurtrier 


mis en scéne, sous les 


ans Sa 


proprement dit : c'est la peur qu’il découvre sur 
le visage de ses “actrices”, cette peur qu'il leur 


Pam Green and Harrison Marks with Mary during a photo session. 


donne a voir et qu'il filme. II n'y a dans 
Peeping Tom aucun effet sanglant, aucune 
amorce de séquence gore. C'est un documen- 
taire sur la peur que réalise Mark Lewis, et non 
un snug movie (15). 

@Je SUIS le cinéma» a, un jour, déclaré Powell 
Peeping Tom est, a sa fagon, un étrange film de 
famille. Powell ne se contente pas d’incarner le 
pére de Mark, un biologiste seoptophile, nécro- 
hile et sadiique: c’est un de ses fils qui tient le 
role de Mark enfant, et c'est sa femme (16) qui 
tient celui de la mére morte dont il impose — et 
filme — les adieux a son rejeton, Inextricable- 
ment mélées, la vie et la fiction se vampirisent 
et s‘enfantent mutuellement, Pour cette raison 
et bien d’autres encore, peut-étre n’est-il pas 
exagéré de considérer Peeping Tom comme le 
film le plus intelligemment pervers de toute 
histoire du cinéma. (JPB) 


NOTES 
1) Comme la créature de Frankenstein, le héros 
de Peeping Tom, & la fois monstre et victime, 
est aussi pathétique que terrifiant, Mais Mark 
Lewis. si pitoyable qu'il soit, n'a cependant 
rien d'un minable. Par-dela sa vulnérabilité, sa 
détresse et su folic, il reste magnifiquement 
maitre de son destin. En cela, il est bel et bien 
un héros sadien. Son suicide n’est pas un échec, 
mais une apothéose: ce sera la séquence finale 
du documentaire autobiographique (et forte- 
ment scénarisé) dont ses victimes n’auront été 


que les guest stars. 
2) Le scénario original a été publié en volume 


The sensuous Pamela Groen ina publicity photo by Harrison Marks. 


(avec, en introduction, une interview de Leo 
Marks par Chris Rodley): Leo Marks, Peeping 
Tom, collection “Classic Screenplays”, Faber 
and Faber, Londres, 1998. Selon ses propres 
déclarations, Leo Marks aurait eu 'idée de 
Peeping Tom en voyant Powell «regarder un de 
ses viewx films», 

3) La cécité de la dame ne l'empéche pas 
d'épier son entourage avec une délectation 
maniaque. Louie et le toucher |ni_ suffisent 
pour “voir”: «Je prends yotre photo», dit-elle a 
‘Mark en palpant son visage. Le parallélisme 
entre le voyeur et l'aveugle est accentué par 
d'autres similitudes, et elle braque sa canne sur 
lui comme il braque le pied tueur de sa cams 
sur la gorge de ses victimes. Détail tournebou- 
lant, elle “observe” ses moindres déplacements 
ice au sysiéme d’écoute mis en place par son 
pére, initiateur et instigateur de son yoyeuris- 
me. 


a 


4) Sitdt le prégénérique, 2 travers le viseurde la 
caméra de Mark Lewis, c'est-A-dire par ses 
propres yeux, nous voyons une fille commen- 
cer ase déshabiller, Celle-ci, Dora, une prosti- 
tuée, est interprétée par une actrice déja maris- 
sante, Brenda Bruce, dont lair rogue et les 
traits fatigués font merveille. Curieusement, il 
semblerait que Powell ait d’abord songé a une 
comédienne plus jeune et nettement plus fadas- 
se. Sur la chaine cablée Ciné Classics (Emission 
“Le Club", semaine du 12 au 19 novembre 
2000). Myléne Demongeot, en effet, a raconté 
qu'elle avait failli jouer dans Peeping Tom. 


Mais elle devait avoir «une seule scéne», «le 
role d'une fille qui se fait tuer», et son agent 
Vaurait dissuadée d’accepter. Il est amusant de 
noter que Brenda Bruce, trois ans aprés 
Peeping Tom, jouera dans Nightmare, de 
Freddie Francis (ancien opérateur de Powell), 
le réle d'une nommée... Mary Lewis ! 

5) Objet d’un faux raccord trop grossier pour 
tre involontaire (Pamela Green, debout et en 
soutif, se retrouvant en un clin d’ceil allongée et 
A poil), ce plan de nudité semi-subliminal sera 
absent, jusqu’en 1986, des copies distribuées 
aux Etats-Unis. Une version prude, ot les 
nénés de Pamela étaient cachés, avait été spé- 
cialement tournée pour le marché américain. 
6) Pendant trois ans, deux soci 
anglaise, l'autre grecque, ont annoncé The 
Tempest dans un programme de coproduction. 
La demiére fois qu'il fut question du film, en 
1976, il devait étre coréalisé l'année suivante 
par Powell et un cinéaste grec, Costas Kara- 
giannis (alias Costa Carayiannis, alias Dacosta 
Carayian), jusqu’alors spécialisé dans I’érotis- 
me a deux drachmes. Mais I’échee commercial 
du premier film dirigé par Karagiannis pour le 
compte des deux partenaires, Land of the 
Minotaur (ou The Devil's Men), mit définitive- 
ment fin au projet. La Vouivre n’a pas eu davan- 
tage de chance: cest Georges Wilson qui, en 
1988, sans l'ombre d’un talent, a finalement 
porté a I’écran le roman de Marcel Aymé. 

7) Les clés ne jouent pas par hasard un role 
important dans le film, C’est seulement aprés 


Model Mary in the Harrison Marks’ Studio, in London. 


avoir accompli son Grand (Euvre, le meurtre de 
Milly, que Mark osera se servir dune serrure, 
ouvrant symboliquement a porte & ses pulsions 
ultimes. 

8) En réalité, Pamela Green et Harrison Marks 
vivaient ensemble mais n’étaient pes mariés. 
9) Vingt ans uprés cet entretien, une lettre de 
Pamela Green m’a révélé que Powell, facé- 
tieux, avait passablement enjolivé la vérité. Il 
ne connaissait Pamela et son compagnon que 
de fraiche date et s’ était contenté de visiter leur 
atelier photographique (4 Gerrard Sueet, & 
Soho), puis de le faire reconstituer & Videntique 
dans les studios de Pinewood,  Buckingham- 
shire, oi! furent filmés les intérieurs de Peeping 
Tom, Pamela (qui avait apporté ses froufrous de 
modéle [concus et cousus par elle-meme] pour 
les porter & "écran) tourna ses sctnes en no- 
vembre 1959. Dans un autre témoignage, elle 
raconte qu’elle ignorait qu’elle devait se mon- 
ter nue dans un plan, Elle commenga done par 
refuser, zu grand mécontentement de Powell 
(qu'elle décrit comme un tyran «faustien dont 
«le principal passe-temps était d’humilier les 
acteurs»), Non erédité au générique, Harrison 
Marks (qu'on serait tenté de surmommer Marks 
fou, mieux encore, Mark's] Lewis) exergait 
officiellement la fonction de photographic 
consultant sur le plateau de Peeping Tom. Sa 
mission se borna A prendre une série de clichés 
coquins de sa compagne, pour la campagne de 
promotion. Le film déclinant le voyeurisme & 
Vinfini, il est piquant de remarquer que Pamela 
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Pamela wearing her nealigée on the set of Peeping Tom. 


Green, quelques années plus tard, allait & son 
tour deyenir photographe de plateau (notam- 
ment pour Tyburn, la firme de Kevin Francis), 
Vous pouvez trouver d'autres inform: 
le tournage de Peeping Tom dans deux docu- 
mentaires réalisés pour la télé britannique 
Doing Rude Things (1995), de Kristiene 
Clarke, sur le cinéma érotique anglais des 
années 50-60, et A Vi British Psycho (1997), 
de Chris Rodley. entigrement consaeré au film 
de Powell. En outre, Pamela Green a produit et 
distribué en vidéo un documentaire autobiogra- 
phique, dont elle a elle-méme écrit le commen- 
Never Knowingly Overdressed (1996), 
lisé par Douglas Webb. Enfin, un long 
article de Pamela Green, qui apporte d'autres 
informations sur Michael Powell et Peeping 
Tom, est paru dans le numéro de juillet 1996 de 
Ja revue américaine Femme Faialey 

10) On peut, au pat méditer cette réponse 
de Terence Fisher Michel Caen, dans le no. 
10-11 de Midi-Minuit Fantastique (hiver 1964- 
1965), au sujet de Peeping Tom: «C'est hor- 
rible. Je veux dire sur le plan moral, C’est tres 
bien fait, mais vraiment dur supporter. Ce 
personage est épouvantable. Je crois que ce 
genre de film est dangereux...». 
11) Powell, bizarrement, ne consacre que 
quelques lignes frustrantes a Peeping Tom dans 
le 2éme tome de son autobiographie (Million- 
Dollar Movie, Heinemann, Londres, 1992) 

12) Il n’est guére étonnant que Pedro 


jons sur 
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Almodovar ait salué Powell en plagant une 
affiche de Peeping Tom dans un décor de Kika 
(1993), Un plasticien canadien a carrément 
choisi, lui, de se faire appeler Mark Lewis (& 
moins qu’il ne s'agisse de son vrai nom, ce que 
Von n’ose raisonnablement espérer). A la croi- 
sée du cinéma et de l'art conceptuel, I"une de 
ses ceuvres, hommage intégral au film de 
Powell, s’intitule Peeping Tom (2000): ef. 
Mark Lewis Films 1995-2000, Film and Video 
Umbrella, Londres, 2000. 

13) Le theme de I'ceil hante déji The Thief of 
Bagdad et surtout A Matter of Life and Death, 
ott un plan subjectif est “vu" par le regard du 
personage principal (David Niven): les. pau 

piéres de celui-ci se ferment sur ’écran, qui 
semble alors recouvert dune peau rougeatre et 
veinulée. 

14) Avant de wer Vivian, 1a danseuse (Moira 
Shearer), il prend soin de la filmer en train de 
le filmer. 

15) Ajoutons que les snuff movies (dont l’exis- 
tence méme est trés controversée) seraient tour- 
nés dans un but lucratif et destinés & un public, 
si restreint fat-il, alors que Mark Le 
sage pas un instant de commercialiser son film. 
16) Epouse de Powell depuis 1943, Frances 
Frankie) Reidy était déja apparue dans un de 
ses films, The Edge of the World, en 1937. Elle 
est décédée en 1983, L'année suivante, Thelma 
Schoonmaker est devenue Ia seconde femme 
du cinéaste. 


is n’envi- 


Pamela in another publicity photo by Harrison Marks. 


Peeping Tom (BRI 1960) 

(L'occhio che uccide / Face of Fear | The 
Photographer of Panic | Le Voyeur | Les 
Visages de la peur / Augen der Angst) 

D/SC: Michael Powell; P: Michael Powell 
Theatre (The Archers) / Nat Cohen (Anglo- 
Amalgamated Productions); S/Co-SC; Leo 
Marks; PH: Otto Heller; Additional PH (16 mm 
BW): Michael Powell; M: Brian Easdale; C: 
Carl Boehm (Mark Lewis), Moira Shearer 
(Vivian), Anna Massey (Helen Stephens), 
Maxine Audley (Mrs. Stephens), Pamela Green 
(Milly), Brenda Bruce (Dora), Miles Malleson 
(old man collecting sexy photos), Esmond 
Knight (director Arthur Baden), Martin Miller 
(Dr. Rosen), Michael Goodliffe (Don Jarvis), 
Jack Watson (Inspector Gregg), Shirley Ann 
Field (Diane Ashley), Bartlett Mullins (Mr, 
Peters), Nigel Davenport (Sergeant Miller), 
Brian Wallace (Tony Hunter), Susan Travers 
(Lorraine), Maurice Durant (publicity chief), 
Brian Worth (assistant director), Veronica 
Hurst (Miss Simpson), Alan Rolie (detective), 
John Dunbar (police surgeon), Michael Powell 
(Professor A.N. Lewis), Columba “Master” 
Powell (Mark Lewis as a child), Frankie Reidy 
Powell (Mark’s mother on deathbed); COL 
(Eastmancolor); 109 min. / 104 min, / 86 min. 
Notes: George Harrison Marks was the photo- 
graphic consultant, Filmed at the Pinewood 
Studios, Buckinghamshire. World premiere 
April 7, 1960. at the Plazza Cinema, in London. 


Guarda chi 
si vede: 
Mark, il ma- 
go delle luci! 


Look who's 
there! Mark, 
the Wizard 

of the Light! 


Tiens, c'est 
vous Mark, 
le magicien 
des lumié- 

res! 


Almeno tu 
fossi uno di 
quelli che 
poi si danno 
da fare... 


| wish you 
were one of 
those who 
get to the 
point... 


Si c’était au 
moins un de 
ceux qui se 


remuent... 


... potrebbe 
essere un 
po’ pili 
divertente! 


..- This could 
be much 
funnier! 


... il pourrait 
étre un peu 
plus amu- 
sant! 
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Dai, bello! 


Rendimi 
famosa! 


Come on, 
honey! 
Make mea 
star! 


Allons, mon 
chou! 
Rends-moi 
célébre! 


Piu che 
famosa... ti 
rendero 
immortale! 


Vil make 
you an 
immortal 
star! 


Plus que 
célebre, je 
te rendrai 
immortelle! 


«Per la preziosa 
collaborazione 
offertami, esprimo 
la mia pid viva ri 
conoscenza a mio 
figlo, Mark.» 


“For his precious 
collaboration, | am 
most grateful to my 
son, Mark.» 


«Pour la préciouse 
collaboration qui 
ma été offerte, 
yexprime ma plus 
vive reconnaissan- 
ce & mon fils, 
Mark.» 


A.N. Lewis, Fear 
and Nervous Sy- 
stem. 
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A SELECTION OF STUDIES ‘A UNIQUE COLLECTION - PRESENTED BY 4 


HARRISON MARKS 2 HARRISON MARKS 


George ‘Britain's King of Glamour” Harrison Marks’ Kamera magazine and Britain's favourite model, Pamela Green. Pamela on the cover of 
the first issue (1957) and the Kamera Backstage one-shot (1959), and in a photo featured inside the latter (top); Pamela in Xcitement (1958), 
her first glamour strip short movie (above left) and in another still from Kamera magazine (above right). Opposite: Pamela in black stockings, 
and in an unretouched photo (top); Pamela, Queen of the Jungle, and another still taken during the filming of Xcitement (bottom) 

Page 101 to 103: Illustrator Giorgio Donati fantasizes a more explicit version of the murder of Milly in Peeping Tom. This 3-page illustrated story 
was plotted by Stefano Piselli and Roberto Guidotti and published for the first time in Diva Cinema (1989). 
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Above: Porec, Istria, September 1959. The gorgeous Barbara Valentin on the set of Ein Toter hing im Netz. 

Opposite: Alex D'Arcy as Gary Webster, the Hollywood impresario, fighting againts the giant spider which will turn him into a murderous mon- 
ster (top); Babs (Barbara Valentin) shows her legs to be hired as a dancer (bottom). 

«Hard to believe but back in 1960, Horrors of Spider Island was considered something of a dirty movie. Originally released in the U.S. as t's 
Hot in Paradise, the charms of this delirious, bizarre-and-a-half, horror cheesecake classic from Germany come from its gloriously lurid mix of 
monsters and half-naked women with a drooling emphasis on legs, stockings, gratuitous skinny-dipping, cleavage, and brassieres. Why, it's 
almost a nudie!» (Frank Henenlotter presenting the movie for a Something Weird Video collection) 
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Ein Toter hing im Netz 
A Pin-Up in a Spider’s Web 


lou] une vieille araignée de la grande espice sort 
leniement sa téte d'un trou placé sur te sol, a Uun 
dex intersections des angles de la chambre. Ei 


écoute attentivement si quelque bruissement remue 
encore ses mandibules dans l’atmesphere |...] Moi 
qui fais reculer le sommeil ct les cauchemars, je me 
sens paralysé dans la totalité de mon corps, quand 
elle grimpe le long des pieds d’ébene de mon lit de 
satin, Elle m’érreint la gorge avec les pattes, et me 

suce le sang avec son ventre, Tout simplement! » 
Isidore-Lucien Ducasse, comte de Lautréamont, 
Les Chants de Maldoror 


Icune ballerine vengono seritturate da 
Gary, un impresario di Hollywood, per 
una tournée a Singapore. Durante il 
viaggio, il loro aereo precipita in mare, All'in- 
cidente sopravvivono solo impresario e otto 
ragazze, cha a bordo di un canowo raggiungono 
un’isola epparentemente disabitata. Nel corso 
dell’esplorazione il gruppo scopre il cadavere 
di un uomo imprigionato in un'enorme ragna- 
tela, Si tratta di un professore specializzato 
nella ricerca di giacimenti di uranio, Poco dopo 
Gary viene assalito ¢ ferito da un gigantesco 
ragno, che lo infetia inneseando in lui una 
mostruosa trasformazione. In preda al panico, 
Gary si nasconde nel folto della foresta 
Allarmate, le ballerine partono alla sua ricerca, 
ma una di loro perisce, strangolata da Gary, 
ridotto ormai ad un ragno umano. Nel frattem- 
po giungono sull’isola due assistenti del pro- 
fessore: tra loro e le ragazze sbocciano amori ¢ 
rivalita. Ma il pericolo @ ancora in agguato. 


«Dada non & morto. 

La gratuita @ Ialleata del caso. 

Tl caso é !'amico del cinema. 

Lobiettivo diventa il cinema 

Un incosciente, anzi pid di uno, sono alla base 
di questo capolayoro dadaista intitolato Le 
Mort dans le filet (Ein Toter hing im Netz) 
«Sappiate che {1 titolo (peraltro bellissimo) si 


riferisce solo ad una piccola parte del film, 
essendo il resto costituito da un uomo-ragno © 
molto spogliate, Sappiate 
soprattutto di aver avuto il torto di non seguire 


da aleune raga7: 


con assiduita tutta 1a programmazione della 
migliore sala cinematografica di Parigi: il 
“Midi-Minuit” 

«Siete i degni spettatori della Nouvelle Vague. 
Vi hanno convinto che il cinema deve solo 
“meditare” e le immagini vi fanno paura. Tanto 
peggio per voi... ma forse c'@ ancora tempo; la 
guarigione @ forse possibile. Non oecorre anda- 
re dallo psichiatra, Precipitatevi al “Midi- 
Minuit” ¢ ritomateci finché sarete persuasi che 
il cinema @ anche immagine casuale, rivoluzio- 
ne visiva, erotismo sincero. Solo allora vi sen- 


tirete vivi, potrete guardare le ragazze per stra- 
da, potrete fare I’amore, potrete sognare, avere 
paura, ribellarvi. 

«Torniamo, se volete, al film di Fritz Botger, 
anche se scriverne é diminutivo, I film di que- 
sto genere (sono rari) si degustano, si sognano, 
si vivono ¢ non si laseiano certo analizzare» 
Questa splendida annotazione critica di Ado 
Kyrou (pubblicata in Positif n. 39 del maggio 
1961) risuond come un grido solitario nel coro 
della stampa cinematografica dell" epoca, quasi 
unanime nel distruggere L'abbraccio del ra- 
gno. 1 Cahiers du cinéma, nel n. 118 dell’apri- 
le 1961, furono particolarmente severi: «ll fan- 
tastique al servizio dello strip-tease; un uomo- 
ragno insegue otto ballerine nauiraghe. Ahimé, 
le scene sono puerili, gli effetti grotteschi, le 
ragazze volgari». Commento ancora pitt lapida- 
rio ¢ iridente in Cinéma 61 (n. 56, maggio 
1961): «Paura ed erotismo da spanciarsi dalle 
risate», Guy Allombert, in La Saison cinémaro- 
graphique 1961, scriveva: «Nullo, La realizzs 
zione @ inesistente. Nessuno si é dato minima- 
mente da fare, né sceneggiatore né direttore 
della fotografia, per conferire un grammo d’in- 
teresse a questa produzione». L’Oftice Catho- 
lique du Cinéma, facendosi forte di consigliare 
i suoi parrocchiani per mezzo di un sistema di 
quotazioni, infliggeva al film Vinfamante (ai 
loro ovchi!) valutazione fi 


(«da rifiutare, aste- 
nersene per disciplina cristiana e per dare l'e- 
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Nur fir eiserme Nerven! 


Ein gewagter Film — aufwiihlend und stahlhart! 


BARBARA VALENTIN 
in ihrer ersten groBen Rolle 
Grauen, Schrecken, Erotik auf einer einsamen Insel 


Acht Madchen in den Krallen eines Ungeheuers! 
6 Gruselfilme wiegen diesen Sex-Gruselfilm nicht auf! 


Original German press ad and poster for the movie directed by Fritz Béttger and produced by Wolf C. Hartwig. 


sempio»). I] suo organo d’informazione, il 
Répertoire Général des films 1961 denunciava 
«un universe di falso esotismo al servirio di 


u 
lenzae terrore fanno rigettare questo film senza 
interesse». Ecrans de France, pubblicata dal- 
Vassociazione cristiana “Film et Famille”, rin- 
card la dose nel n, 248 del genmaio 1961: «nel 
suo insieme, un fallimento dal punto di vista 
tecnico e di una bassezza morale raramente 
raggiunta. Il terrore, per quanto lo riguarda, 
presenta dei toni sessuali. Aggiungeteci la por- 
nografia cosciente yoluta dalla sceneggiatura e 
capirete perché un “yietato ai minori di 18 
anni” incoroni questo film», 

... Penosi luoghi comuni di une critica fossiliz- 
zata 0 altezzosa che era lontana dallo sposare 
Ventusiasmo di Ado Kyrou, sempre pronto a 
riscoprire film oscuri ¢ disprezzati, © le suc 
concezioni libertarie. Si dovra attendere qual- 
che anno perché una nuova voce dichiari la 
strana bellezza dell’ Abbraccio del ragno: quel- 
la di Jean-Pierre Bouyxou, in La Science-fic- 
rion au cinéma (1971). 1 quale ritornd sul film 
nel 1975, nel primo numero di Sex Stars Sy- 
stem, e poi nel 1985, in Fascination n, 26. 
Anche Roberto Guidotti ¢ Stefano Piselli gli 
accordarono i loro favori nella monografia 
Diva Cinema (1989), per il quale il grande 
Leone Frollo disegnd tre bellissime tavole ispi- 
rate dal film. Nell'ambito del Festival Sigma di 


"insipida storia. Un insieme di erotismo, vio- 
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Bordeaux, nel novembre 1983, il mai troppo 
Jodato Bouyxou permise finalmente una risco- 
perta dell’ opera, la quale sarebbe stata in segui- 
to riscattata da un altro incondizionato esti- 
matore, Jean-Pierre Jackson, inserendola nelle 
programmazioni televisive. Recentemente, il 
festival del cinema fantastico di San Sebastian 
del 2001, non ha fatto che confermare lo status 
di film culto dell’Abbraceio del ragno, ormai 
programmato al fianco di classici come L'or- 
ribile segreto del Dr. Hichcock. Una sequenza 
(1a famosa lotta tra le ragazze) & stata proietta- 
ta nel corso di una serata “Trash” organizzata 
dal venerabile Centre Beaubourg parigino, nel 
maggio del 2001, di fronte a cinquecento per- 
sone. Infine, |'editore Something Weird Video 
di Seattle ha da poco pubblicato la versione 
americana in dvd, inserendola nella collana 
“Seay Shockers from the Vault”, curata dal 


regista cult Frank Henenlotier. 
Per comprendere appieno l'originalita dell’Ab- 
braccio del ragno, vorniamo alla sua genesi, 
Come Al di [2 dell 'orrore (Die Nackte und der 
Satan), Liabbraccio del ragno & un*anomalia 
nella cartiera del produttore tedesco Wolfgang 
C. Hartwig. Nato a Diisseldorf 18 settembre 
1921, inizio la carriera con un colpo sensazio- 
nele: acquisto del film privato in 8mm con 
Eva Braun e Hitler, integrato da un documenta- 
rio, Bis Fiinf nach Zwelf (1953) di Gerhard 
Grindel, che per fu bloccato immediatamente. 


Il giovane produttore si difese, vinse il proces- 
so ¢ il film ottenne un enorme successo. Il 
secondo colpo messo a segno da Hartwig. fu la 
distribuzione nella Germania pruriginosa di 
Adenauer della “scandalosa” Lucrezia Borgia 
di Christian Jaque. Bastava davvero poco, 
quei tempi, per infiammare il pubblico, le asso- 
ciuzioni cattoliche e la censura! 

Il suo destino era segnato: sotto Vegida della 
Rapid Film di Monaco, si specializzava nella 
produrione di film sexy. L’erotismo del corset- 
to, del reggicalze nero, dei tacchi a spillo ¢ 
delle camicie da notte vaporose, gli spogliarel- 
Ii da cabaret, qualche seno all’aria sono le basi 
commerciali su cui si fonda la sua produzione 
il cui classico alibi é i dramma morale. Nono- 
stante una lunga parentesi negli anni “60, con- 
sacrata ai film d'ayventura, spionaggio ¢ 
westem, Hartwig rest fedele al nudo, spo- 
gliando allegramente la moglie francese, la 
stellina Véro-nique Vendell (La Tour de Nesle, 
La signora ha dormito nuda con il suo assassi 
no...) @ guadagnando soldi a palate negli anni 
‘70 con i celebri “Schulmildchen-Report® 
pseudo-inchieste soft sui diversi aspetti della 
sessualiti tedesca. Avrebbe chiuso la carriers 
nel 1977, coproducendo La croce di ferro 
(Cross of Iron) di Sam Peckinpah. 

Il nostro Abbraccio del ragno, che rigurgita di 
attricette in bikini e presenta dei punti in comu- 
ne con il nudie americano, si colloca dunque 


perfettamente nella carriera di Hartwig, distac- 


candosi perd notevolmente dai dr 


mmi sesst 
lie moralistici che di solito produceva. Anche 
il notevole Al di la dell’orrore, il suo primo 
cocktail di terrore ed erotismo che precede di 
un anno L’abbraccio del ragno, & 


una straordi- 
naria sorpres: 
lari film ci sarebbe un soggiorno a Parigi, tra- 
scorso con la sua ultima scoperta, la giovanissi- 
ma Barbara Valentin, un autore di manuali ses- 
suali di successo, Walter Schmitz, ¢ l'amica di 


All’origine di questi due singo- 


quest'ultimo. In mezzo a tanti aneddoti (una 
ressa provocata da Barbara presso le Galeries 
yette, i suoi diciott’anni festeggiati in un 
bordello), una serata trascorsa al mitico teatro 
del Grand-Guignol, in rue Chaptal, € decisiva. 
Quest’ aniro dell’orrore, avido di emoglobina & 


di erotismo (soprattutto negli ultimi anni), ave- 


va raggiunto una risonanza internazionale. Il 
produttore ne usci esaltato! Ancora oggi, il ri- 
cordo di quel teatro scomparso resta vivido nel- 
la memoria di Hartwig, che ci ha confermato di 
aver trovato fi I'ispirazione per miscelare abil- 
mente sesso e orrore, Che poteva mai aver visto 
quella sera per produrre poi ’incredibile Al di 
la dell’orrore di Victor Trivas con Ia testa 
vivente di Michel Simon? Forse, Les Coupeurs 
de téte 


Se Al di la dell’orrore trae il suo fascino vele- 
noso da una brillante regia, che sfrutta straordi- 
nariamente le scenografie e la fotografia, mal- 
grado un intrigo delirante nel contesto codifica- 


to del genere giallo, L'abbraccio del ragno & un 
monumento al nonsense e all’ improwvisazione 
Alla professionalita di Victor Trivas si contrap- 
pone il gioioso dilettantismo di Frite Bottger 
(occasionalmente attore cinematografico, ma 
Soprattutto scene 
aveva realizzato solo una fi 
Janggesellenfalle, 1952) € un'operetta vienne- 
se (Auf der Griinen Wiese, 1953), due prodotti 
tipici del cinema popolare tedesco, lontani 
cento miglia da un film di sexploitation come 
L'abbraccio del ragno. 11 film conobbe una tra. 


che fino ad allora 


Lore), 


wesana (Die 
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Manager Gary examining Babs’ legs. Original Italian “fotobusta” 


vagliata gestazione sin dai primi giomni delle 
riprese in esterni a Porec, nella ex Repubblica 
La sceneggiatura veniva riscritta 


continuamente. L’unica star del film, I’attore 
dorigine egiziana Alex D'Arcy (Alexander 
Sarruf Efflatoun, Cairo 1908 - Beverly Hills 
1996), all’epoca proprietario di un cinema a 
Monaco, non riusciva a raccapezzarsi nel caos 
generale. Si arrabbid © prese Hartwig da ui 
parte: «Senti un po’, io non recito in una simi- 
le stronzata, 2 bene che tu lo sappia! Procede in 
tutte le direzioni, esclusa quella logica» 
(dichiarazione riportata da Stern nel febbraio 
1960), Diversi anni dopo, avrebbe dichiarato di 


essere lui stesso il regista del film: «Oh si! Quel 
film, I"ho diretto io! Il regista non capiva nulla 
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Original Italian “fotobusta” featuring a still from the prologue of the German edition. 


diregia, Ma, volete saperta tutta, il film ha fatto 
un sacco di soldi in Europa! E sono io che ho 
girato quella coglionata! E riscrissi anche la 
trama, che procedeva a casaccio. Le 
no tremende...» (da Psychotronic Video n. 32, 
2000). 

Dal documentatissimo articolo di Stern del feb- 
brio 1960 si apprende che Béttger andd su 
tutte le furie quando fu deciso di riscrivere la 
atura. Alle sette del mattino, ali 
atiori si recarono sul set, ma non c’era nulla di 
pronto, In seguito, i ruoli non vennero pitt serit- 
ti, I dialoghi venivano distribuiti giomo per 
giorno, provocando talvolta una certa gelosia 


trici era. 


sua scene; 


tra le 


sgazze. Béttger, furioso per la versione 
proposta da Hartwig, si schianté contro un 
albero con la sua Porsche mentre rientrava a 
casa. Mentre il povero regisia era ricoverato per 
quattro giomi in ospedale, Hartwig pr 
posto € continud le riprese a tutto spiano, 
seguendo una perfetta logica da produttore 
Cinquanta scene filmate in un gicrno, pitt del 
doppio di quelle che riusciva a girare Béitger. 
Un yero e proprio tour de force, con l’orario 
» fino alle 10 di sera, 
domeniche comprese. Sulla reale paterniti del 
film, Hartwig non ha dubbi, Come riportato da 


I suo 


delle riprese prolunga 


‘ern, fece il sostituto per quattro giorni, giran- 
do soprattutto le sequenze con le trasformazio- 


il 
resto delle riprese fu diretto da Battgere in nes- 
sun caso da Alex D*Arcy («un bravo ragazzo, 
ma non troppo intelligente»). II produttore e 
sempre addosso a Béttger per spronarlo a sfrut- 


ni del mostro © quelle con il ragno, mente 


tare al meglio gli aspetti commerciali del sog 
etto ¢ impedirgli di realizzare il film “artisti- 
co” che lui desiderava, Per di pit, il budget era 
ridotto all'osso: 150,000 marchi (a titolo di 
paragone, Al di /a dell'orrore era costato dieci 
volte di pit). 

Si deve rivere 
cui si gird il film una parte della spiegazione 
del risultato “dadaista” di questa pellicola? 
L’improvvisazione permanente spiega in effeiti 


nel modo “ayventuroso” in 
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The famous gir-fight between Babs and Nelly (Eva Schauland). Barbara Valentin’s nude breast is featured in the French edition only. 


qualche dialogo “gustoso” e l'incoerenza di 
cerle sequenze, pretesto di altrettanti spog 
relli. Tra le qualita involontarie del film, biso- 
gna evidenziare anche un tema caro ai surrea- 


listi: i] mostro innamorato della bella, e l"amo- 

ile che li unisce, eco lontana dello 
ate King Kong. Facendosi mordere 
da un ragno tanto ridicolo quanto quello del 
Boia Scariatto, il bel Gary / Alex D’ Arcy, dopo 
a raggiunge la coorte dei mostri 
sfortunati del cinema. Mezzo uomo e merzo 
animale, cugino tedesco del lupo mannaro, mo- 
stra una vistosa villosita e due braceia provyi- 
ste di artigli tanto fatali quanto fallici. [1 veleno 
del ragno. in base ai canoni dell’horror di serie 
B. lo spinge subito a decimare il suo harem di 
pin-up, ma in un barlume di coscienza rispar- 
mia la sua innamorata. Rappresentazione tra- 
sparente degli istinti incoscienti e delle pulsio- 
ni sessuali, i] mostro riveste anche la figura 
simbolica del Padre che si deve uecidere. 1 due 
giovani bellimbusti, affascinanti e imberbi, 
vanno in soccorso delle fanciulle in pericolo, 


110 BIZARRE SINEMA! 


fronteggiando il mostro peloso per avere il 
diritto di lusciare isola insieme alle ragazze. 
Questo licto fine psicanalitico (la vittoria dei 
fight sul padre) non @ certamente I'aspetto pit 
innovativo di questa fiaba per adulti che si 
chiude con una morale 
mobili inghiotono i bassi istinti, isola che 
esaspera i sensi viene abbandonata, ¢ l'amore 
sboceerd sotto cieli pitt “civilizzati”. 
Alto clemento centrale che rafforza 
del? Abbraceio dei re 


ssicurante: le sabbie 


fascino 
no ® Vesotismo, sinoni 

mo, come nelle opere pid grandi, di erotismo. 
Liarcipelago della salvezza é situato in un im- 
probabile mare de] Sud, a largo di Honolulu. Il 
pericolo cannibalesco @ sostituito da un ragno 
omicida e le ballerine americane scimmiottano 
doviziosamente le tradizionali indigene nel cor- 
so di una festa tahitiana, con tanto di ghirlande 
di fiori che lasciano intrayedere i seni nudi, La 
pitt audace, Nelly (Eva Schauland), fa sussulta- 
re il Seno prorompente al ritmo del bacino, 


nella migliore tradizione del varieta, che niente 
ha di folkloristico. Questo paradiso incontami- 


nato, dal caldo soffocsnte, giustifiea Pabbiglia 
mento stile Eva. Regno del reggiseno, delle 
calze e del reggicalze, L'abbraccio del ragno 
rivisita da un punto di vista feticista l’erotismo 
naturista dei film d'ayventura esotici alla 
Dorothy Lamour. La leziosita hollywoodiana & 
perd soppiantata da eroine formose e senza 
complessi, volgari e rissose, simili a quelle 
delle riyiste sexy. Provocanti ed esibizioniste, 
Non temono Ia doppia versione! In Francia gli 
spettatori sono privati dell’ inutile prologo della 
versione tedesca (una scena con due ragazze in 
camera, prima dell’audizione), ma sono gratifi- 
cati da alcune scene di nudit’, dispensatrici di 
folgoranti falsi raccordi, La famosa lite che 
oppone Barbara Valentin a Eva Schauland vede 
la camicetta della prima aprirsi e mostrare il 
suo meraviglioso seno, nel tumulio della lotia 
contrariamente alla versione tedesca. Ma quan- 
do si rialza, ha ancora su il reggipetto nero! 

Ci chiediamo; esistono altre scene supplemen- 
tari? La scena in cui Barbara Valentin fa la doc- 
cia di spalle esiste ripresa di fronte? A questo 


HELGA FRANK 
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Original Belgian “pavé de presse” 


proposito, furono messe in giro delle voci ad 
arte, che aumentarono la notorietA della starlet- 
te. Il popolare giornale Das neue Blatt (n. 20, 
maggio 1960) pubblicd qualche nudo con dei 
pudici rettangoli censori, tra cui una foto nella 
doccia di profilo, titolando ipocritamente: 
«Queste foto sono uno scandalo!», Larticolo 
moralistico, che condanna il comportamento 
della giovane attrice diciannovenne, afferma 
che queste sequenze “pomografiche” sono state 
girate per il mercato sudamericano, Al contra- 
rio, Jean-Pierre Bouyxou (in Fascination n. 26) 
smentisce formalmente I’affermazione di Luis 
Gasca, riportata nel suo Cine y Ciencia-Ficcion 
(1969), secondo la quale la versione belga dif- 
ferirebbe da quella francese ¢ sarebbe pitt pepa- 
ta, Hartwig non ci ha purtroppo confermato!’ 
sistenza di altre sequenze pic 
cinematogratica tedesca proibi una serie di foto 
sexy, stampata con il titolo Venus in der Sonne. 
protagonista una Barbare Valentin molto svesti 
ta, con indosso una ghirlanda di fiori, che pro- 
yoca una museolosa comparsa del film, Sfor 
tunatamente, non si tratta della cosiddetta ve 
sione “sudamericana’”, né di un cortometraggio 
erotico girato a margine del film, ma sicur 
mente di un servizio fotografico (in parte pre- 


inti. La censura 


sentato sulla rivista “per soli uomini” Modern 
Man nel giugno 1960). 

Che sarebbe, infatti, L'abbraccio del ragno 
senza il richiamo erotico di Barbara Valentin? 
Ursula (Uschi) Brigitte Ledersteger (Vienna, 
15 dicembre 1940 - Monaco di Baviera, 22 feb- 
braio 2002) aveva vinto, a diciassette anni, il 
titolo di Miss Adria ad un concorso di bellezza, 
durante una vacanza in Italia sulla costa 
Adriatica. Liayvenente Uschi fu presto notata 
da un curios personaggio, John Harris, un 
sedicente “agente cinematografico” che misu- 
| talento delle sue pupille con il “metro da 
sarta”. Colpito dalle sue procaci forme, Harris 
ribattezzd la nuova scoperta Barbara Valentin ¢ 
la presenid al produttore Hartwig, che 1a uso 
subito per piccoli ruoli sexy in Stanotte sarai 
mia (Du gehdrst mir, 1958), Al di la dell’orro- 


rava 


Babs, Ann (Helga Neuner) and Joe (Harald Maresch). 


re (Die Nackie und der Satan, 1959) © Die 
Wahrheit iiber Rosemarie (1959). 

Senza aver mai avuto un ruolo importante, 
Barbara Valentin divenne popolare grazie agli 
scandali orchestrati ad arte dal suo agente nel 
1959, durante il Festival Cinematografico di 
Venezia. Soprannominata dalla stampa “BY 
Super”, “Busen Wunder” e “Skandal Nude 
Barbara yenne scelta da Hartwig, sempre pitt 
conyinto del suo potenziale erotico, per un Tuo 


lo importante nel suo nuovo film, Ein Toter 
hing im Netz. Vattrice era lanciata ¢ viv 
Vita fatta di eecessi e amori libertini, interpre- 
tando un tuolo dopo W'altro in film come Das 
Madchen mit den schmalen Higften, Festival 
Girls (una commedia americana in cui Alex 
D'Arcy interprets il suo pigmalione) e In der 


Hille ist noch Platz. A parte due brevi parente- 


si teatrali, Barbara avrebbe continuato a vivere 
la sua vita, tra scandali di ogni genere e tribola- 
zioni sentimentali, partecipando a numerose 
pellicole (dallo spionistico A 001 Operazione 
Giamaica al poliziesco Sull’asfalto la pelle 
scotta, dall’erotico Carmen Baby al “women in 
prison” Die Insel der bliitigen Plantage). 
‘Amica di Rainer Wemer Fassbinder, avrebbe 
inoltre recitato in alcune sue opere (Effi Briest, 
Martha, 11 diritto det pitt forte, Lili Marleen ¢ 
Berlin Alexanderplatz). 

Altre connotazioni surreeliste del film sono la 
strana ingenuitd dell"insieme, con una menzio- 
ne speciale per il ragno di peluche (fabbricato 
da un artigiano della Bavaria Film di Monaco) 
c le aric bamboleggianti di Barbara Valentin, ¢ 
Vrassenza totale di rigore e di barriere trai gene- 
ri, Con un’operazione di cinema-collage, L’ab- 


The surviving girls find the human spider's first victim. 
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‘Two original German posters. 


braccio del ragno mette a confronto l’avventu- 
ra (naufragic 
ore (I'uomo-ragno), il naturismo (la deliziosa 
scena del bagno in una cala) ¢ certe prerogative 
del nudie (voyeurismo delle bagnanti, rissa pre- 
testuosa, ballerine a seni nudi, gratuita delle 
scene sexy). La coneatenazione de} 


sopravvivenza su un’isola), il ter- 


i avveni- 


menti rasenta I’assurdo, a dispetto del realismo 
paesaggistico. La poverti della storia, lungi 
dall’essere un ostacolo, permette ad ogni se~ 
quenza di svolgersi interamente anche nei 
tempi morti, recuperando 1a forza di un cinema 
primitivo. Il canotto alla deriva, I'arrivo sull 
sola, la prima notte. il bagno, l'inseguimento 
alla luce delle torce sono altrettanti momenti 
rammaticamente deboli e privi di suspense, e 
proprio per questo assolutamente carichi di 
fascino. Anche il cast fu messo insieme in 
maniera bizzarra. Infaiti, Alex D'Arcy. dopo 
aver tenuto Marilyn Monroe tra le braceia (in 
Come sposare un milionario, 1953), si ritrovo 
in mezzo ad uno stuolo di prosperose attricetie 
che recitayano alla meno peggio. Segnali 


jamo 
inoltre Meccellente fotografia del film che 
come nota Bouyxou, lungi dall’attenuare la 
sua superba nullitd, Ia sottolinea incoerente- 
mente», Ne & responsabile Georg Krause, gid 
autore del bianco e nero di A/ di la delforrore, 
veechia volpe che aveva lavorato per Elia 
Kazan in Salto mortale (Man on a Tightrope. 
1953), Stanley Kubrick in Orizzonti di gloria 
(Path of Glory, 1957), Robert Siodmak in 
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ARBARA 
VALENTIN 


Ondine segreto del Terzo Reich (Nachts Wenn 
der Teufel Kam, 1957) ¢ Ralph Habib 
ri di Hitler (Geheimaktion schwarze Kapelle, 
1959). Hartwig racconta che ayeva perso Ia 
testa per Barbara al punto di metterla in evi- 
denza a discapito delle altre ragazze, Lo com- 
prendiamo benissimo. 


n I sica: 


Labbraccio del ragno si compiace dell sua 
spontaneita, infrange i codici abituali del cine- 
ma con una costanza che lo eleva al livello dei 
pid) sconvolgenti capolavori inyolontari della 
serie Z. Proprio come Mesa of Lost Women © 
Kiss Me Quick, raggiunge delle sltezze inso- 
spettabili, Fritz. Bottger, dimenticato nella notte 
dei tempi, ebbe il grande torto di mettersi con- 
tro il suo produttore. 

Malgrado le critiche negative, il film conobbe 
una diffusione abbastanza lucrosa, stabilendo 
an record di esportarione per un film prodotto 
da Hartwig: Francia, Inghilterra, Italia, Belgio, 
Stati Uniti, Messico, Sud Africa, Tunisia, 
‘Turchia, Giappone, eccetera. Hartwig riusci a 
vendere il film persino negli Emirati arabi, seb- 


bene fosse poco conforme ai dettami del- 
"Islam: la distribuzione fu ufficiosa, poiché fu 
proieitato solo per il piacere di ricchi emiri ¢ 
dei lori amici. Siamo pronti a scommetere che 
re Hussein di Giordania, che per qualche mese 
sospird dietro la scapestrata Barbara, si sia fatto 
recapitare una copia per la sua cineteca perso- 
nale, Hartwig ayrebbe continuato per un po’ a 
esplorare il filone delle “isole erotiche” produ- 


HARALD MARESCH 


W010 RR AL Om 


RBARA VALENTIN 


then mate ee mass oan Cor 
HAGHE, pars beta 


cendo Flitterwochen in der Holle di Johannes 
Kai e Die Insel der Amazonen (in Malia, L 
delle amazzoni) di Otto Meyer, entrambi con 
Dorothee Gléklen. Ma questi due film, girati 
sempre nella ex-Jugoslavia nel 1960, ancora 
con Georg Krause direttore della fotografia, 
non beneficiarono della stessa diffusione di Ein 
Titer hing im Netz 

E soprattutto mancaya Barbara! (CB) 


sola 


everal female dancers are hired by Gary, 

a Hollywood impresario, for a tour in 

Singapore, During the trip, their airplane 
crashes into the ocean. The only survivors of 
the accident are the impresario and eight girls 
Who, on board of a row boat, reach an appar- 
ently unhinabited island. While exploring the 
territory, the group discover the corpse of a 
man that has been trapped in an enormous spi- 
der’s web, It's a professor specialized in find- 
ing new uranium deposits. Soon after that, 
Gary is assaulted and wounded by a giant spi 
der, which infects him with his venom, trigger- 
ing a monstruous transformation in his body. 
Terrified, Gary hides deep down the forest. 
Extremely worried, the dancers set up to find 
him, however one of them loses her life at the 
hands-claws of Gary, who has now become a 
human spider, In the meantime, two assistants 
of the professor reach the island: love and rival- 
ry alike “blossom” between them and the girls, 
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Original Turkish poster. 


However, danger is still lurking. 
«Dada is not dead 

Gratuitousness is the ally of chance 
Chance is the friend of cinema 


The object becomes cinema itself 

«An inesponsible person, or, to be more pre 
cise, several imesponsible persons, are the main 
originators of this masterpiece of dadaism titled 
It’s Hot in Paradise, a.k.a. Horrors of Spider 
Island (Ein Téter hing im Netz) 

«Know then that the title (a very beautiful one 


indeed) deals only with s single part of the 
movie, the other one being composed of the 
“deeds” of a spider-man and several scantily 
dressed young ladies. Know, above all, that 
you've made a terrible mistake, having dared to 
miss with a certain frequency the whole pro: 


amming of Paris’ best movie-hall: the so- 
called “Midi-Minuit’. 

«You are the worthy spectators of the movies of 
the Nouvelle Vague. They have convinced you 


that cinema must only “think”, therefore you 
are frightened by the images. Well. I pity you. 

Anyway, don’t fret, maybe nothing is lost yet 
you can still be healed, You don’t have to 
and consult a psychiatrist. Rush to the “Midi- 
Minuit” and return there every time you are 
conyinced that cinema is also made of gratu- 


g0 


itous images, visual revolution, sincere eroti- 
cism. Only then will you feel alive, you will be 
able to watch beautiful young ladies down the 
street, you'll be able to make love, to dream, to 
be frightened, to rebel yourselves 

Let's go back, if you like. to the film of Fritz 
Bottger, even though writing about this movie 
won't certainly make it justice. This type of 
movies (they are rare, by the way) must be 


savoured, they are the stuff dreams are made of, 
they must be experienced and are, therefore, 
very difficult to analyse» 

This wonderful critical note by Ado Kyrou (in 
Positif no, 39, May 1961) sounds like a lonely 
angry cry among the critics of that era, who 
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After reaching the island, the castaways discover the Professor's corpse in the spider's web. 


almost unanimously pan It's Hot in Paradise. 
Les Cahiers du Cinema (in its 118th issue, 
April 1961) is particularly harsh: «Fantastique 
in the service of strip-tease, a spider-man hunts 
eight marooned female dancers. Alas! The 
episodes are childish, the effects are grotesque, 


the young women are vulgar» An even more 
lapidary and irreverent commentary ean be 
found in Cinéma 61 (no. 56, May 1961): «Fear 
and eroticism that'll make your sides ache with 
laughing.» Guy Allombert writes in La Saison 


Cinématographique 1961: «A big nothing. The 


production is practically non-existent. No one 
has minimally devoted himself, starting with 
the screenwriter and ending up with the direc~ 
tor of photography, to make this product even 
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The first victim of the monstrous human spider. 


slightly interesting» The Office Catholique du 
Cinéma (the French catholic office of cinema), 
which boasts a foolproof system of merit-rat- 
ings, inflicts the movie with the shameful (in its 
God-fearing opinion) grade 5 (to be avoided 
and rejected at all costs, according to the 
principles and examples of Christian disci- 
pline). The organ of information of the associ- 
ation, the Répertoire Général des Films 1961, 
denounces «a universe of faked eroticism in the 
service of a taste 


ss story. A mix of eroticism, 
violence and terror turns this film into some- 
thing utterly despicable and totally devoid of 
any interest whatsoever» Ecrans de France, a 
magazine published by the Christian associa- 
tion “Film et Famille” (Film and Family), is 
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Two suggestive samples of original Italian pressbook cover and poster art for Ein Toter hing im Netz. 


even more harsh in its 248th number January 
1961): «in its whole, a technical failure dis- 
playing a moral baseness rarely seen before 


Terror, by its own nature, is already replete 
with sexual undertones, Add to this @ screen- 
play which is fully aware of its pornographic 
contents and you will understand why this film 
has garnered for itself an X-rating.» 

Such pitiful clichés were the trademark of cer- 


tain arrogant and fossilized crities too far 
removed from the enthusiasm of Ado Kyrou, 
always ready 10 re-discover several obscure 
and despised movies, and his libertarian con- 
ceptions. Several years will have to pass before 
a new voice would rise to declare the strange 
beauty of [t's Hot in Paradise: that of Jean- 
Pierre Bouyxou, in La Svience-Fiction au 
Cinéma (1971). Who came back to the subject 
of this moyie again, in 1975, in the first number 
of Sex Siars System and, later, in 1985, in 
Fascination no, 26, Roberto Guidotti and 
Stefano Piselli also judged this film favourably 
in the monography Diva Cinema (1989), for 
which the great Leone Frollo drew three mag- 
nificently illustrated comic pages inspired by 
the movie, During Bordeaux's Sigma Festival. 
which was held in November 1983, the unstop- 
pable Bouyxou finally organized the definitive 
te-discovery of this work, which was later to be 


“redeemed” by another unconditioned estima- 


tor, Jean-Pierre 
broadcasting rights. Recently, the Festival of 


kson, who bought the film's 
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Fantasy Cinema of San Sebastian, which was 
held in the year 2001, confirmed the cuit status 
of It's Hot in Paradise, programmed side by 
side with such classics as The Horrible Dr: 
Hichcock. An excerpt (the famous git! fight) 
¢ a “Trash” night organi 
zed in May 2001 by the “venerable” Centre 
Beaubourg in Paris, before an enthusiastic 
audience of 500 persons. Finally, Seattle's 


was also shown durit 


Something Weird Video, has recently issued 
the American DVD version, published in the 
collection “Sexy Shockers from the Vault”, 
edited by cult director Frank Henenlotter, 

In order to fully comprehend the peculiarity of 


It's Hot in Paradise, let’s go back to the time of 
its genesis. Much like The Head (Die Nackte 
und der Satan), It's Hot in Paradise is an anom- 
aly of sorts in the career of its producer. the 
German Wolfgang C. Hartwig. Born in 
Diisseldorf on September Sth 192 


. he starts 
his career with a master-stroke: the acquisition 
of a private 8mm movie showcasing Hitler and 
Eva Braun, edited in a documentary movie 
titled Bis Fiinf nach Zwéilf (1953), by Gerhard 
ly for- 


is immediat 


Grindel, which, by the way 


bidden. The young producer defends himself 
he wins his case and the film’s success is colos- 
sal, His second master-stroke is that of distrib- 
uuting, in Adenauer’s prude Germany, the “film: 


scandal” Lucréce Borgia, by Christian-Jague 


How easy it was, back then, to stir up the 
ences, the Catholic 


shocked reaction of the a 


associations and the censors! Now he knows 
what destiny has in store for him: as head hon- 
cho of Munich’s Rapid Film he specializes in 
the production of sexy movies. The croticism 
of the corset, of the black garter, of the high- 
heeled shoes and the flimsy night-gowns, the 
strip-tease numbers of the night clubs, a few 


naked breasts are the commercial foundations 
of his whole output, the classic alibi of which 
lies in moral drama, Despite a long parenthesis, 
during the sixties, devoted 1o adventure, spy 
and westem movies, Hartwig remains faithful 
to naked ladies, happily “undressing” his 
French wife, the starlet Véronique Vendell (La 


Tour de Nesle, Moonlighting Mistress) cashing 
in tons of money during the seventies with the 
‘Schule 
soft pseudo-reportages centere 
ferent aspects of German sexuality. He 


(infamous: ichen. 


Report”, a series of 
1 around the dif 
Js up 


his ca 


r with the co-production of Cross of 
Iron (1977), by Sam Peckinpah. 

Our It's Hot in Paradise, full to the brim of 
starlets wearing a bikini and sharing more than 
a few similarities with the American nudies, 


marks therefore a precise stage in Hartwig 
career, far removed from the producer’s typical 
moral and sexual dramas. Even the remarkable 
The Head (Die Nackte und der Satan), his first 
“cocktail” of terror and eroticism, which pre- 
dates /r'y Hot in Paradise of a full year, is an 
extraord 


ry surprise. The starting point of 


these two singular movies is, according to the 


PACEMAKER PICTURES PRESENTS 


‘Its WT in paradise! 


FOR 
MATURE 
ADULTS! 


He strangles 
bis vies 


with his 
‘mammoth claws! 


Posters for the first (1962) and second (1965) American release of this movie, originally marketed for the U.S. adult grindhouses' circuit. 


reports of the German press, supposed to be a 
short stay in Paris, spent in the company of his 
latest “discovery”, the youthful Barbara 
Valentin, with the complicity of Walter 
Schmitz, an author of sexual handbooks, and 
his girlfriend, Amidst many anecdotes (a crowd 
provoked by Barbara at the Galeries Lafayette, 
her eighteenth birthday party held in a brothel). 
the final decision was taken at the mythical 
Grand-Guignol theatre, in rue Chaptal. This 
veritable haunt of horror, full of hemoglobin 
and eroticism (especially during the last years 
of its existence) had acquired a worldwide 
fame. The producer left the place in a state of 
total excitement! Even today, the memory of 
this lost theatre remains vivid in Hartwig’s 
mind, as he has recently confirmed to us: that’s 
where he had this crazy idea of ably combining 
sex with horror, What could he possibly have 
seen there to end up by producing the incredi- 
ble The Head, by Victor Trivas, with the living 
head of Michel Simon? Maybe, Ley Coupeurs 
de Tée (The headcutter 
If The Head owes its poisonous charm to a bril- 
liant direction, extraordinarily taking advan- 
tage of the set decoration and the photography, 
despite a delirious plot, in regard to the codified 
context of the mystery genre, Ir'y Hor in 
Paradise is a monument to nonsense and 
improvisation, Victor Trivas’ professional skill 


n of Brite 


is replaced by the cheerful amateu 
Béitger (occasionally a film actor, yet princi~ 
pally 2 screenwriter), who, up until then, had 
produced only a country-farce (Die Junggesel- 
Ienfalle, 1952) and a Viennese operetta (Aufder 
Griinen Wiese, 1953), two typical products of 
German popular cinema, too far removed from 
a sexploitation movie like /t Hot in Paradise. 
The film’s making of was a troubled one ever 
since the first exterior shots, which took place 
in Porec, in the ex-Jugoslavian Republic. The 
screenplay was practically continually rewrit. 
non the spot. The film’s sole star, the actor of 
gyptian origin Alex D'Arcy (Alexander 
Sarruf Effatoun, Cairo 1908 - Beverly Hills 
1996), who, at the time, was the owner of a 
moyie-hall in Munich, couldn't see his way 


anymore amidst the general chaos. He got 
angry and drew Wolfgang Hartwig aside: 
«Listen, buddy, I can’t act in a similar piece of 
crap, you'd better be aware of this! It goes in 
every possible direction except the right one» 
(a statement published in Stern magazine in 
February 1960). Several years later, he declared 
he had directed the film himself: «Oh, right! 1 
was the one who directed that movie! The 
director didn’t know a damn bit about movie- 
muking! However, if you want to bear the 
whole story, the film made a lot of money 
across Europe! And I’m the one who directed 


that picce of pure crap! I also rewrote the 
screenplay, which was going nowhere. The 
actresses were terrible...» (from Psychotronic 
Video no. 32, 2000). 

From the very informative essay published by 
Stern in February 1960, we leam that Béttger 
was furious when he realized that his screen- 
play was being rewritten, At seven o'clock in 
the moming, the actors went on the set, howev- 
er nothing was ready yet. As a matter of fact, 
the roles were no longer written, The lines were 
practically developped on the spot, provoking a 
certain jealousy among the girls, Bottger was 
extremely enraged. To make matters worse he 
crashed his Porsche into a tree. With the ailing 
filmmaker confined to hospital bed for four 
days, Hartwig took the helm and continued to 
shoot without let, according to a perfect pro- 
duction logic. Fifty scenes filmed in a single 
day, more than twice a many as the ones 
Béttger would usually complete. A veritable 
tour de force, with a shooting schedule extent- 
ed until 10 pm, including Sundays. On the mat 
ter of the movie’s real paternity, Hartwig has no 
doubts. As reported by Siern, he replaced 
Baitger for four days, shooting mainly the 
sequences depicting the monster's various 
transformations, as well as the ones showeas- 
ing the spider, while the rest of the film was 
directed by Béttger, but never by Alex D'Arcy 


CULTISH SHOCKING HORRORS 115 


HARALD MARESCH 
HELGA FRANK 
ALEXANDER | a’"ARCY. 
BARBARA VALENTIN 


WELGA NEUWER 
REINER BEANO 
EVA SEHAULAND 
GERRY SANMER 

DOROTHEE GLOKLEN 

HELMA VAN DEN BERG 

ELFIE WAGNER 


nwa; FRITZ BOTTGER 


=~ L-ABBRACCIO DEL RAGNO MA 


The he-men and the bikini girls: the campy Tahitian party in Spider Island 


(«a good fella, yet not exceedingly intelligent 
you know...»). The producer would continually 
“motivate” Béttger in order to exploit more 
effectively the screenplays commercial aspects 
with the secret intent of preventing him tw 


make that “artistic” movie the director so thor 
oughly aimed at. What's more, the budget was 
extremely shoe-stringed: 150,000 marks (as a 
comparison, Die Nakte und der Satan, ak.a 
The Head cost ten times as much), 

Could this “adventurous” way of making a 
movie partially explain the “dadaist” result of 
this movie? In effect, this permanent improvi 
sation explains several “spicy” dialogues, as 
well as the inconsistency of certain sequenc 
which serve as a mere excuse for a series of 


striptease numbers. Among the “unintentional” 


qualities of the movie, we'd also like to point 
out several important themes typical of surre- 
alism: the monster that has fallen in love with 
the beautiful female protagonist, the impossible 
love which unites them, a remote heritage com 
ing direetly from the disturbing King Kong. By 
having himself bitten by a spider which is as 
ridiculous as the one featured in il Boia 
Scarlatto / Bloody Pit of Horror, handsome 
Gary-Alex D'A\ 


plete transforn 


after undergoing a com- 


ation, joins the ranks of the 
“unlucky” monsters of film-lore, Half man and 
half animal, this German cousin of the were- 
wolf, sports @ gaudy hairiness as well as two 
clawed arms which are as deadly as they are 
phallic, The spider's poison, according to the 
canons of horror B-movies, immediately drives, 


Babs and the other girls are getting ready for the exotic party. 
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The half-naked Eva Schauland as Nelly. 


him to decimate his “harem” of pin-ups, yet, in 
a gleam of consciousness, he spares the woman 
he loves. A plain “incarnation” of the instincts 
of the subconscious and the sexual drive which 
dominates them, the monster also represents 
the symbolic figure of the father one has to kill. 


‘The two young fascinating and callow “beaux’ 
race to the rescue of the endangered girls, fac- 
ing the hairy monster in order to eam the right 
to leave the isl 


nd in the you 


ladies’ compa- 


ny. This psycho-analytic happy ending, this 
victory of the children (aver their father) isn’t 
certainly the most “revolutionary” aspect of 
this adult fairy tale which wraps it all up with a 
reassuring moral: the quicksands swallop up 
the most basic instincts, the island which 
fayours the exasperation of the senses is d 


i 
nitely abandoned and love will definitely 
bloom under more “civilized” skies. Another 
central clement which strengthens the “charm” 
of It’s Hot in Paradise is its exoticism which, as 
in the works of the greatest authors, is synoni- 
mous with eroticism, The archipelago of safety 
lies in an “improbable” Southern Sea, off shore 
of Honululu. The cannibal danger is replaced 
by a murderous spider and the traditional in- 
tped” by the American 
female dancers who, during a Tahitian-styled 
party of sorts, wear the inevitable flower-gar- 
lands which hardly cover their naked breasts 
The most audacious of them all, Nelly (Eva 
Schauland), “rolls” her big breasts to the 
rhythm of her pelvis, in the best tradition of the 
music-hall, one which, by the way, has nothing 
in common with folklore, However, this unpol- 
luted paradise, characterized by a stifling heat, 
amply justifies an Eve-styled attire. The tri- 
umph of bras, stockings and garters, It's Hot in 


digenous women are 


Paradise re-visits, with a fetishistic point of 
view, the naturist eroticism characterizing the 
adventure movies 4 la Dorothy Lamour, The 
typical Hollywood mannerism is replaced here 
by a series of curvaceous heroines without any 


complexes whatsoever: the 


are vulgar, allur- 


An exotic Barbara Valentin in a publicity photo for Ein Toter hing im 
Netz and French poster (art by Bélinsky) for the same movie. 


ing and quarrelsome, much like the ones f 
tured in most sexy m: ‘They're also 
exhibitionist, they doi i 
sion” at all! In France, moviegoers are denied 
the useless prologue featured in the German 
version (a sequence depicting two girls having 
a chat in a room before an audition), but they 
are gratified by several scenes of nudity, pro- 


azine 


1 fear the “double ver 


viding more than a few dazzling “bloopers”. 
The famous fight between Barbara Valentin 
and Eva Schauland shows the blouse of the for- 
mer opening wide during the “tumult of the 
combat” to show her wonderful naked breast, 
something which is not featured in the German 
version. However, when she gets up again, she 
still has her black bra on! 

Are there really other additional, never-before- 
seen scenes? Does the sequence in which 
giving her 


Barbara Valentin is taking a showe 


back to the camera, have an alternative version 
showing her in full (naked!) front? These 
rumors have been largely exploited over the 
years, amplifying the scandalous notoriety of 


the starlet. The popular newspaper Das neue 
Blatt (no.20, May 1960), publishes a few nude 
photos, sporting the typical censorial “rectan- 
gles”, hiding the “key spots”, among which a 
picture showing her in profile while taking a 
shower, boasting the hypocrite title: «These 


photos are a scandal! 

‘The moralistic essay, which utterly reproves the 
young nineteen years old actress’ conduct, 
claims that this “porn” sequences have been 
shot for the South American market. On the 
y, Jean-Pierre Bouyxou (in Fascination 


no, 26), formally belies the statement of Luis 
Gasca, printed in his Cine y Ciencia-Ficcion 
(1969), according to which the film’s Belgi 
version would be utterly different from the 
French one, possibly featuring more “spicy 
sequences. Unfortunately, Hartwig wasn’t 
unable to confirm the existence of additional 
“hot” sequences. The German film-censors for- 
bade a series of sexy photos. printed with the 
title Venus in der Sonne (Venus in the sun), fea- 
turing a scantily dressed Barbara Valentin, 
sporting a flower-garland, in the act of tantaliz: 
ing a muscled extra of the film, Unfortunately, 
this is neither the above-mentioned “South 
American version”, nor an erotic short film, 
shot side by side with the actual movie, but, 
probably, a photo reportage (partly published 
tern Man, June 


by the men’s magazine Mo 
1960). 

As a matter of fact, what would Irs Hot in 
Paradise be without Barbara Valentin’s sensual 
presence? Ursula (Uschi) Brigitte Ledersteger 
(Vienna, 15 December 1940 - Munich, 22 Feb- 
the title of 


ruary 2002) had won, at seventees 
Miss Adria, at a beauty contest, during a vaca- 
tion in Italy on the Adriatic coast. The lovely 
Uschi was soon noticed by a very odd charac- 
ter, John Harris, a self-styled “movie agent* 
who used to “measure” the talent of his “pro- 
tegées” with a “rule”, Astonished by her curva- 
ceous figure, Harris renamed his new discovery 
Barbara Valentin and introduced her to produc- 
er Hartwig, who used her immediately for three 
small seay roles in Du gehdrst mir (1958), Die 
Nackte und der Satan (959) and Die Wahrheit 


Lay Plime MNRBEV Erion 


tiber Rosemarie (1959), 
Without having play 
Barbar Valentin became popular thanks 10 a 
series of “false scandals” artfully orchestrated 
by her agent in 1959, during the Venice Film 
Festival. Nicknamed by the press “BV Super”, 
‘Skandal Nuden”, 
was chosen by Hartwig. more and 


d any important roles, 


“Busen Wunder” and 
Barb 
more convinced of her erotie potential, for an 
important role in his latest movie, Jr's Hot in 
Paradise. The actress was now a celebrity, 
leading a life full of excesses and libertine 
loves, playing one role after the other in such 
movies as Das Méidchen mit den schmalen 
Hiiften, Festival Girls (an American comedy in 
which Alex D'Arcy plays the role of her 
Pygmalion) and Srill Room in Hell (In der 
Hillle ist noch Platz), Apart from two brief the- 
atrical parentheses, Barbara was to continue to 
lead her usual life, among every type of scan- 
dals and several sentimental adventures, taki 
part in countless movies (from the spy genre of 
Our Man in Jamaica to the mystery movie Call 


Girls of Frankfurth, from the eroticism of 
Carmen Baby to the typical W.LP. frenzy of 
Island of the Bloody Plantation). Finally, after 
having become friend with Rainer Werner 
issbinder, she would be featured in several 


works of this important director (Effi Briest, 
Martha, Fox and His Friends, Lili Marleen and 
Berlin Alexanderplatz). 

Other surrealistic connotations characterizin 
this movie are the odd naiveté of the whole; a 


special mention goes to the plush spider, built 
by a technician of Munich's Bavaria Film 
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Studios and the childish simpering of Barbara 
Valentin, as well as the total lack of rigour and 
the commistion of different genres. Like a 
patchwork exercise, [1's Hot in Paradise com- 
bines adventure movies (the survivors of a 


plane crash find refuge on an unhinabited 
island), terror (the spider-man), naturism (the 
delicious scene depicting Barbara while taking 
a bath in a bay) and certain peculiarities of the 
nudies (the voyeurism of the girl-bather, the 
futile brawl, the naked-breasted female dan- 
cers, the gratuitousness of the sexy scenes). 
The linking together of the events borders on 
the absurd, despite the realism of the land 
scapes. The story's poor conception, instead of 
being detrimental to the film’s final success, 
allows every sequence { run smoothly, even 
when the mov 
still, recovering the strenght of primeval cine- 
ma, The drifting row-boat, the arrival on the 
island, the first night, the bath, the pursuit by 
the torchlight, are other dramatically weak 


je comes to an inevitable stand- 


moments “lacking in bite”, therefore absolutely 
full of charm, Even the cast was assembled in a 
bizarre way. As a matter of fact, Alex D'Arcy, 
after having had the honor of holding no less 
than Marilyn Monroe in his arms (in How 10 
Marry a Millionaire, 1953), found himself 
amidst a crowd of “buxomy", yet, not quite tal- 
ented actresses. We'd also like to point out the 
film's excellent photography which, as 
remarked by Bouyxou, far from toning down 
the moyie’s superb nothingness, it finally man 
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ages to incoherently emphasize it» The man 
behind all this is none other than 
already responsible for the black and white 
nightmares of The Head, an old pro who had 
already worked with the likes of Elia Kazan in 
Man ona Tightrope (1953), Stanley Kubrick, in 
Path of Glory (1957), Robert Siodmak, in 
Nachts Wenn der Teufel Kam, (1957) and Ralph 
Habib in Geheimaktion schwarze Kapelle 
(1959), Hartwig once declared that he was so 
taken up with the gorgeous Barbara to the point 
that he would light her differently, to the detri- 
ment of the other g nly can't 
blame him... 

It’s Hot in Paradise delights in its own sponta- 
neousness, it breaks the usual rules of cinema 
with a firmness that ends up by rising it to the 
quality level of the best involuntary masterpie 
ces of Z-grade moviedom. Just like Mesa of 
Lost Women and Kiss Me Quick, it manages to 
rise up to an unsuspectable cult status, Fritz 
Béitger, an author who has been forgotten ever 
since the beginning of time itself, was utterly 
wrong when he began fighting with his produ- 
cer, Despite the bad reviews, the film meets 
with a considerable success, bringing in good 
money, while at the same time establishing an 


eorg Krause 


Is, Well, we cer 


“export record” of sorts for a Hartwig-produ: 
ced movie: France, England, Italy, Belgium, 
United States, Mexico, South Africa, Tunisia, 
Liban, Turkey, Japan and so on. Hartwig mana- 
ges to sell this work, hardly comfortable to the 
world of Islam, in the United Arab Emirates: its 


The curvaceous Barbara Valentin in one of her first nude portraits. 


distribution is practically semi-official, since it 
is only shown during private screenings to the 
benefit of the wealthy Emir and his friends. We 
bet that even King Hussein of Jordan, who had 
been “pining” for the “wild” Barbara for a few 
months, managed to acquire a copy of the 


movie for his personal film library. Hartwig 
would continue to explore the “exotic islands’ 
genre for a while, producing Isle of Sin (Flit- 
terwochen in der Holle), by Johannes Kai and 
Seven Daring Girls (Die Insel der Amazonen), 
by Otto Meyer, both starring Dorothee Gliklen, 
However, these two movies, produced in 1960, 
again in the ex-Jugosiavian Republic, still fea- 
turing Georg Krause as director of photo- 
graphy, didn’t reach the same diffusion enjoyed 
by In’s Hot in Paradise 

And, above all, Barbara wasn’t there! (CB) 


es danseuses sont engagées par Gary 
un entepreneur d’ Hollywood, pour une 
tournée a Singapour. Pendant le voya: 
ge. leur avion précipite dans la mer. Les seuls 
suryiyants de l'accident sont l'entrepreneur et 
huit filles, qui, a bord d'un canot, atteignent 
una ile apparemment inhabitée. Pendant l’ex- 
ploration le groupe découvre le cudavre d'un 


homme imprisonné dans un"énorme to 


le 
daraignée, Il s’agit d'un professeur spécialisé 
dans la recherche de gisements d’ uranium. En- 
suite, Gary est attaqué et blessé par une gigan- 


tesque araignée, qui lui infecte en déchainant 
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Poster for the second French release of Ein Toter hing im Neiz (lett) and Italian poster for the same movie (right). 


da nsfor 
mation. Bouleversé et eff 
cceur de la forét. Inquil 


mettent a sa recherche, mais une des filles perd 


5 son organisme une monstrucuse tr 


é, Gary se cache au 


iées, les danseuses se 


sa vie, étranglée par Gary, qui s’est cependant 


transformé en homme-araignés. Si 


ces entre 


faites, deux assistants du professeur rejoignent 
Vile: des histoires d'amour, ainsi que des riva- 
lités, éclosent entre eux et les filles. Mais le 


danger est toujours aux aguets 


«Dada pas mort 

La gratuité est Valliée du hasard. 

Le hasard est !’ami du cinéma 

Objectif il devient le cinéma 

«Un inconscient — ou bien des inconscients ~ 
sont & Ja base de ce chef-d' ceuvre dadaiiste qui 
anom Le Mort dans le filet (Bin Toter hing im 
Netz). 

«Sachez done que ce titre (tres beau par 
ailleurs) ne couyre qu’ une seule petite partie du 
film, les autres parties étant constituées par un 
homme-arai, 
«Sachez surtout que yous avez eu tort de 
suivre avec assiduité tous les programmes de la 


née et des filles tres découvertes. 


e ps 


meilleure salle de Paris: le Midi-Minuit 
4Vous 6tes les dignes spectateurs des films de 


la Nouvelle Vague. On vous a convai 


cus que 
Ie cinéma doit seulement “penser” et les images 
vous font peur. Tant pis pour yous... mais il est 
peut-8tre encore temps; la guérison est peut- 
@tre possible, Pas 1a peine d'aller voir un méde- 
cin-psychiatre. Précipitez-vous au Midi-Minuit 


et retournez-y jusqu’A ce que vous soyez per 
suadés que le cinéma est aussi image gratuite 
révolution visuelle, érotisme sincére. Alors seu- 
lemient yous yous sentirez vivre. vous pourrez 
regarder les jolies filles dans la rue, vous pour- 
rez faire l'amour, yous pourrez réver. avoir 
peur, vous révolter 

Revenons, si vous voulez, au film de Fritz 
Battger, encore qu’écrire sur ce film ce soit 
déchoir. Les films de ce genre (ils sont rares) se 


dégustent, se révent, se vivent et ne se laissent 


certes pas analyser» 
Ce remarquable critique d’Ado Kyrou (in 
Positif, no. 39, mai. 1961) résonne comme un 
cri solitaire dans la presse cinéphilique de 
Pépoque, quasi unani 
Mort dans le filet. Les Cahiers du cinéma (dans 
le no. 118, avril 1961) sont particuliérement 
séveres: «Le fantastique au service du strip. 
tease; un homme-araignée poursvit huit dan- 
scuses naufragées. Hélas! les épisodes sont 


1 pour descendre Le 


pusrils, les effets grotesques, les filles yul- 
gaires». Notule encore plus lapidaire et mo- 
queuse dans Cinéma 67 (no. 56, mai 1961) 
‘pouvante et érotisme a crouler de rire», Guy 


Allombert, dans La Saison cinématographique 
1961, écrit: sNulle. La réalisation est inexistan 
ni 
seénariste, ni photographe pour donner une 
once d’intérét A cette production». L’ Office Ca- 


te. Personne ne s’est donné la moindre peine, 


tholique du Cinéma, qui se fait fort de con- 
seiller ses paroissiens par tout un systéme de 


cotations, inflige au film l'infamante (a leurs 


yeux!) cote 5 («A rejeter, s‘abstenir par discipli 
ne chrétienne et pour donner I’exemple). Son 
organe d'information, le Répertoire Général 
des Films 196] dénonce «un univers de faux 


exotisme au service d’une insipide histoire. Un 


mélange €’érotisme, de violence et d’épouvan- 
te font rejeter ce film sans intérét». Ecrans de 
France, &dité par l'association chrétienne Film 
et Famille, surenchérit dans son no. 248 du jan 
vier 1961: «voila un ensemble raté technique 
ment et d'une bassesse morale rarement attein- 
te, L’épouvante par elle-méme a déja des réso- 
nances sexuelles. Ajoutez-y la pornographie 
consciente voulue par le scénario et vous com 
prendrez qu’un “interdit aux moins de 18 ans 
couronne ¢e film» 

Etat des lie 


x affligeant d'une critique sclé 
rosé ou cul-pincé qui fut loin d’épouser I’en: 
thousiasme d’Ado Kyrou, toujours prét & dé 
couvrir films obscurs ou méprisés, et ses con- 
ceptions libertaires. 1 faudra atiendre quelques 
années pour qu'une nouyelle voix affirme 
Vétrange beauté du Mort dans le filet: celle de 
Jean-Pierre Bouyxou, dans La Science-fiction 
au cinéma (1971). Lequel revint sur le film en 
1975 dans le premier numéro de Sex Stars 
System, puis en 1985, dans Fascination no. 26, 
Roberto Guidotti et Stefano Piselli aussi lui 
accordaient ses faveurs dans la monographie 
Diva Cinema (1989), pour laquelle le grand 
Leone Frollo dessina trois magnifiques plan: 
ches inspirées par le film. Au sein du festival 
Sigma de Bordeaux, en novembre 1983, Vin: 
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DANS LE FILET DU 'SADIQUE 


IN HET NET VAN DE SADIST 


The moody original Belgian poster for Ein Toter hing im Netz. 


contournable Bouyxou permit enfin une redé- 
couverte de loeuvre, laquelle sera par la suite 
rachetée par un autre inconditionnel, Jean- 
Pierre Jackson, pour des diffusions TV. Le 
récent festival du cinéma fantastique de San 
Sebastian, en 2001, ne fit que confirmer le sta- 
tut de “film culte” du Mort dans le filet, pro- 
grammé auprés d’ecuvres désormais aussi cla 
siques que L’Effroyable secret du Dr. Hichce 


k. 
Un extrait (1a fameuse bagarre entre filles) fut 
méme projetée lors d’une soirée “Mauvais 


Genres” du yénérable Centre Beaubourg 
(Paris), en mai 2001, devant cing cents per- 
sonnes. Enfin, I'éditeur Something Weird 
Video de Seattle vient de commercialiser en 
dvd la version américaine, publiée dans la col- 
lection “Sexy Shockers from the Vault” dirigé 
par le metteur en scéne de culte Frank 
Henenlotter, 

Pour comprendre toute Ja singularité du Mort 
dans le filet, revenons & sa genése. Comme La 
Femme nue ¢i Satan (Die Nackte und der Sa 
tan), Le Mort dans le filer est part dans la car- 
igre de son producteur allemand Wolfgang C. 
Hartwig. Né A Diisseldorf le 8 septembre 1921, 
il commence sa carrigre par un coup d’éclat 
Vachat d'un film privé 8 mm avee Eva Braun et 
Hitler, intégré dans un documentaire, Bis Finf 
nach Zwoif (de Gerhard Grindel, 1953), immé- 
d 
défend, gagne son procés et le film obtient un 
suecés colossal. Son deuxiéme coup de maitre 
consiste  distribuer dans I’Allemagne prude 
d’ Adenauer Ie “film scandal” Lucréce Borgia 
de Christian-Jaque. II en fallait si peu, en ce 
temps-la, pour enflammer le spectateur, les 


ement interdit. Le jeune producteur se 
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ligues catholiques et la censure! 
Son destin est tout tracé: sous l’égide de la 


Rapid Film de Munich, il se spécialise dans la 


production de films sexy. L’érotisme du bustier, 
du porte-jarretelles noir, des talons aiguilles et 
des chemises de nuit vaporeuses, les strip-tease 
de cabarets, quelques poitrines dévoilées 
erve dont alibi 


constituent son fond de com 
classique est le drame de murs. Malgré une 
longue parenthése dans les années soixante 
consacrée au film d’aventures cosmopolite et 
d'espionnage et au western, Hartwig reste fide- 
Je 8 la fesse, déshabillant allegrement son épou- 
se frangaise, Ia starlette Véronique Vendell (La 


Tour de Nesle,.Je couche avec mon assassin...) 
et amassant des millions de bénéfice dans les 
années soixante-dix avec les célébres “Schul- 
midchen-Report", pseudo-reportages soft sur 
les divers aspects de la sexualité allemande. 11 


tire sa révérence en coproduisant Croix de fer 
(Cross of Iron) de Sam Peckinpah (1977) 

Nowe Mont dans le filet, qui regorge de star- 
lettes en bikinis et entretient des points com- 
muns avec le nudie américain, s*inscrit donc 
logiquement dans la carri8re d’ Hartwig tout en 
se démarquant outranciérement par rapport aux 
drames sensuels et moralisants qu’il produisait 
De méme, le remarquable La Femme nue et 
Satan, premier cocktail d°épouvante et d’éro- 
tisme précédant d’un an Le Mort dans le filet, 
est une surprise de taille. A l'origine de ces 
deux films uniques, si I’on en croit les témoi- 
gnages de la presse allemande, il y aurait un 
séjour a Paris, dans lequel Hartwig convie sa 
la toute jeunetie Barbara 


derniére découveri 
Valentin, ainsi qu'un couple composé d'un 


auteur de manuels sexuels a succés, Walter 
Schmitz, et de son amie, Parmi maintes anec- 


dotes (attroupement 


voqué par Barbara aux 
s fétés dans 


Galeries Lafayette, ses dix-hui 
un bordel), une soirée au théatre mythique du 
Grand-Guigno!, rue Chaptal, est décisive. Ce 
haut lieu de I'horreur, avide d*hémoglobine et 
W'érotisme (surtout dans les demnitres années), 
avait atteint une renommée internationale. Le 
producteur en ressort e3 
re, le souvenir de ce thédtre disparu reste tre: 


! Aujourd’hui enco- 


vivace pour Hartwig qui nous a confirmé y 
avoir trouvé I"idée de mélanger habilement le 
sexe et I’horreur. Qu'ayait-il yu ¢e soir-la pour 
produire incroyable film de Victor Trivas 
avec la téte vivante de Michel Simon? Les 
Coupeurs de téte, peut-61n 
Si La Femme nue et Satan tire son charme 


vénéneux d'une brillante mise en scéne, exploi- 


tant merveilleusement les décors et la lumiére 
tout en restant, malgré une intrigue délirante, 
dans le cadre codifié du genre policier, Le Mort 
dans le filet est un monument de non-sens et de 
manque de rigueur, Au professionnalisme de 
Vi 
dont il semble assez malaisé 
paternité. Le dénommé Fritz Béttger (occasion- 
nellement acteur de cinéma, mais surtout scé- 
nariste) n’avait jusqu’a ce jour réalisé qu’une 


(or Trivas succéde un amateurisme joyeux 
Patiribuer ta 


farce paysanne (Die Junggesellenfalle, 1952) et 
une opérette viennoise (Auf der Griinen Wiese, 
1953), deux produits typiques du cinéma popu- 
laire allemand, & cent lieues d'un film d’exploi- 
tation sexy comme Le Mort dans le filet, Il est 
tement dépassé dés le premier 


fait compl 
jour de tournage, a Porec. 


ns I'ex-République 


g 
Voyeurism for moviegoers: Babs’ shower. 


Yougoslave. Son scénario est constamment 
réécrit. La seule yéritable vedette du film, le 
comédien d'origine égyptienne Alex D'Arcy 
(Alexander Sarruf Efflatoun, Csiro 1908 

Beverly Hills 1996), qui était & cette époque 
propriétaire d’un cinéma & Munich, ne com- 
prend rien au tournage. Il s’emporte et prend 
Hartwig 8 partie: «Ecoute-moi, je ne joue pas 
une telle connerie, il faut que tu le saches! Ga 
va dans tous les sens alors que cela devrait se 
dérouler logiquement» (cité par Stern, février 
1960). Plusieurs années apres, il déclarait avoir 
tourné Jui-méme le film; «Oh oui! Ce film, je 
Vai dirigé! Le réalisateur ne connaissait rien & 
la mise en scene. Mais vous savez, celaa fait un 
paquet de frie en Europe! Et c'est moi qui ai 
tourné cette connerie! Je réécrivais histoire 


qui allait n’importe comment, Les actrices 
étaient mauvai: .» (in Psychoronic Video 
no. 32, 2000). 


D'aprés l'article trés documenté du Stern, de 
février 1960, il s'avére que Botger est furieux 
quand il est décidé de réécrire son scénario. A 
sept heures du matin, les comédiens se rendent 
sur le plateau, mais rien n’est prét, Ensuite, les 
roles ne sont plus éerits. Les phrases sont di 
tribuées au jour le jour, proyoquant parfois une 
certaine jalousie entre les filles. Bottger s'em- 
porte contre la version proposée par Hartwig. 
Pour ne rien arranger & son désappointement, il 
rentre dans un arbre avec sa Porsche, Pendant 
que le pouvre réalisateur maugrée quatre jours 
dans son lit d’hdpital, Harwig prend lareléve et 
dirige le film & toute allure, dans une parfaite 
Jogique de producteur, Cinquante plans tournés 
en un jour, plus du double de ce que faisait 
Bottger. affirme le Stern! C’est un tournage 
marathon, avec des journges se prolongeant 
jusqu’a 22 heures, et aussi des dimanches, Sur 
la paternité réelle du film, Wolfgang C, 
Hartwig est formel. Comme le rapportait le 


Stern, il a bien pris Ia reléve durant quatre 


SEVEN SHOWGIRLS CRASHED ON A DIABOLICAL ISLAND AND 


T's 


_ FOUGHT PASSIONATELY FOR THE ULTIMATE PRIZE... \ MAN 


Original lobby card for the first U.S. release of Ein Toter hing im Netz, 


jours, tournant notamment les séquences de 


transformations du monstre et celles de I’arai- 
‘gnée, mais Ie reste du tournage fut mené par 
Bottger et en aucun cas Alex D'Arcy («un gen- 
til gargon mais pas trés imtelligent, vous 
saye7,.o1). Le producteur fut sans cesse derrié~ 
re Botiger pour le pousser a exploiter les 
aspects commerciaux du sujet et I'empécher de 
faire le film “ artistique ” qu’il soubaitait. C'est 
aussi son budget le plus fauiché: 150 000 marks 
(titre de comparaison, La Femme nue et Satan 
ayait cotié dix fois plus). 

Doit-on trouver dans ces conditions de tourn: 
ge unc part d'explication au résultat “dadaiste” 
de ce film? Limprovisation permanente ex- 
plique en effet quelques dialogues savoureux et 
Pincohérence de certaines séquences, prétexte 
2 déshabillages, Aux qualités involontaires du 
film, il convient néanmoins de souligner aussi 
un théme cher au surréalisme: le monstre 
amoureux de la belle, l'amour impossible qui 
les unit, lointain écho du bouleversant King 
Kong. En se faisant mordre par une araignée 
aussi grotesque que celle de Vierges pour le 
bourteau, te bel Alex, métamorphoxé, rejoint la 
cohorte des monstres malheureux du cinéma. 
Mi-homme, mi-animal, cousin germain du 
loup-garou, il arbore une pilosité touffue et 
deux bras pourvus de griffes aussi fatales que 
phalliques. Le venin de I"araignée, répondant 
au cahier des charges dune série B d’épouvan- 
te, le pousse soudain & décimer son harem de 
girls mais, dans un sursaut de conscience, 
épargne son amoureuse, Représemtation trans- 
purente des instincts inconscients et des pul- 
sions sexuelles, le monstre revét aussi l'appa- 
rence symbolique du Pére qu’il faut tuer. Les 
deux jeunes blancs becs, charmeurs et im- 
berbes, viennent au secours des demoiselles en 
detresse, se dressent contre Ie monstre poilu 
pour avoir le droit de repartir avec les filles, 
Cette happy end psychanalytique, cette victoire 


du fils nest certainement pas |'aspect le plus 
novateur de ce conte pour adultes qui se clot 


sur une morale lénifiante: les sables mouvants 
engloutissent les bas instinets, I"ile propice a 
Vexacerbation des sens est abandonnée, et 
V'amour s'épanouira sous des cieux plus “civi- 
lis 
Autre élément capital qui renforce la fascina- 
tion exereée par le film: |’exotisme, synonyme, 
comme dans les plus grandes ceuvres, d'érotis- 
me. Liarchipel salvateur se situe dans une im- 
probable mer du Sud, au large d’ Honolulu. Le 
danger cannibale est remplacé par une araignée 
meurtridre et les vahinés sont ayantageusement 
singées par les danseuses américaines, lors 
dune féte tahitienne aver colliers de fleurs dis- 
simulant peu ou prou les poitrines. La plus ha 
die, Nelly (Eva Schauland), fait rouler ses ni- 
chons au rythme de son bassin, dans une gran- 


de tradition du music-hall qui n'a rien de trés 
folklorique. Ce paradis originel, @ la chaleur 
étouffante, justifie donc l’esquisse d'une tenue 
d’Eve. Régne du soutien gorge. des bas et des 
porte-jarretelles. Le Mort dany le filer revisite 
sous un angle fétichiste I'érotisme naturiste des 
films d'aventures exotiques fagon Dorothy 
Lamour. La miévrerie hollywoodienne est sup- 
plantée par des héroines pulpeuses et sans com- 
plexe, plus proches des magazines de charme, 
un ricn vulgaires, provocantes et bagarreuses. 
Exhibitionnistes, elles ne craignent pas la 
“double version”! En France, les spectateurs 
sont privés du profogue sans intérét de la ver- 
sion allemande (une scéne de chambre entre 
deux filles, avant de partir 4 audition) mais se 
régalent de quelques plans de nudité, dispensa- 
teurs de foudroyants faux raccords. La fameuse 
bagarre qui oppose Barbara Valentin & Eva 
Schauland voit le corsage de la premiere s’ou- 
vrir largement dans le tumulte des ébais sur sa 
merveilleuse poitrine, contrairement & la yer- 
sion allemande. Mais lorsqu’elle se reléve, elle 
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est toujours en soutien gorge noir! 

Des scénes additionnelles supplémentaires 
existent-elles vraiment? Le plan au cours 
duquel Barbara Valentin prend sa douche de 
dos existe-t-il de face? La rumeur est argement 


exploitée et accentue Ia notorigté scandaleuse 
de la starlette. Le populaire journal Das neue 
Blatt (no. 20, maggio 1960) public quelques 
photos de nus avec de pudiques caches rectan- 
gulaires, dont un plan de a douche de profil, 
titrant hypocritement: «Ces photos sont un 
scandale!». L’article moralisatent, qui condam- 
ne le comportement de Ia jeune comédienne de 
dix-neuf ans, affirme que ces séquences “por- 
nos” ont été tournées pour le marché sud-amé- 
ricain. En reyanche, Jean-Pierre Bouyxou (in 
Fascination no. 26) dément formellement l'af- 
firmation de Luis Gasea, écrite dans son Cine y 
Ciencia-Fiecion (1969), selon laquelle la yer- 
sion belge différait de la frangaise et était plus 
pimeniée. Hartwig ne nous a malheureusement 
pas réyélé l’existence d'autres séquences épi- 
cées, La censure cinématographique allemande 
interdit de nombreuses photos sexy imprimées 
avec le titre Venus in der Sonne, montrant 
notamment une Barbara Valentin tres dévetue, 
en collier de fleurs, aguichant un homme mus- 


elé inconnu du Mort dans le filet. Hélas, il ne 
s‘agit pas davantage de la version “sud-améri- 
caine”, ni méme d'un court métrage érotique 
tourné en marge du long, mais certainement 
dun reportage photo (partiellement publié dans 
la “men’s magazine” Modern Man en juin 
1960). 

Oui, qui serait Le Mort dans le filet sans la pré- 
sence chamelle de Barbara Valentin? Elle est 
Fatou érotique majeur du film, responsable de 
éphiliques. Ursula (Uschi) 
Brigitte Ledersteger (Vienne, 15 décembre 
1940 - Munich, 22 février 2002) avait gagné a 
din-sept ans le titre de Miss Adria a un 
concours de beauté, lors de vacances en Italie 
sur la c6te Acriatique. La charmante Uschi fut 


bien des émois cin 
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rapidement remarquée par un drole de person- 
nage, John Harris, un soi-disant “agent cinéma- 
tographique” qui mesurait le talent de ses “pu- 
pilles” avec le “metre & ruban”, Frappé par ses 
formes provocantes, Harris rebaptisa sa nou- 
yelle découverte Barbara Valentin et la prése 
ta au producteur Hartwig, qui lutilisa immé- 
diatement pour trois petits roles dans Ton corps 
m'appartient (Du gehérst mir, 1958), La 
Femme nue et Satan (Die Nackte und der 
Satan, 1959) et L’Amour c'est mon métier (Die 
Warheit iiher Rosemarie, 1959). 

Sans avoir eu un r6le important, Barbara 
Valentin devint populaire grice aux scandales 
orchestrés de propos deliberé par son agent en. 
1959, pendant le Festival Cinématographique 
de Venise. Surnommée par la presse “BV 
Super”, “Busen Wunder" et “Scandal Nudes 
Barbara fut choisie par Hartwig, de plus en plus 
persuadé de son potentie! érotique, pour un role 
important dans son nouveau film, Le Mort dans 
le filet. Liactrice était laneée et menait une vie 
pleine d’excés et d’amours libertins, en inter 
prétant un role apres autre dans des films 
comme La Fille aux hanches étroites, Festival 
Girls (une comédie américaine dans laquelle 
Alex D'Arcy interpréte son pygmalion) et 
Trofie d’opium. A Vexception de deux bréves 
parentheses théatrales, Barbara aurait continué 
a vivre sa vie, parmi tous les types de scandales 
et de péripéties sentimentales, en prenant part & 
plusieurs films (de l’espionnage de 007 


Destination Jamaique au genre policier de In 
Frankfurt sind die Nachie heiss, de V'érotisme 
de Carmen Baby au “women in prison"de Die 
Insel der bliitigen Plantage). En outre, apres 
étre devenue amie de Rainer Werner Fassbin- 
der, elle aurait joué dans plusieurs de ses 
ceuvres (Effi Briest, Martha, Le Droit du plus 
fort, Lili Marleen et Berlin Alexanderplatz), 

Ce quitient lieu également de “surréalisme” est 
I'étrange naiveté de l'ensemble, avec une men- 
tion spéciale pour I'araignée en peluche, fabri- 


Horst Frank, Karin Kernke and Michel 
Simon's “Head” in Victor Trivas’ Die Nackte 
und der Satan (1959), a movie produced 
by Wolf Hartwig (left); drawing for L’Hom- 
me qui a tué la mort (1928), a Grand- 
Guignol classic by René Berton (above). 


quée par un technicien de la Bavaria Film de 
Munich et les mines pouponnes de Barbara 
Valentin, et I’absence totale de rigueur et de 
frontigre entre les genres. Comme un exercice 
de collage, Le Mort dans le filet juxtapose te 
film d'aventures (naufrage, survie dans une 


ile), ’épouvante (I"homme-araignée), le natu- 
risme (la délicieuse sctne de baignade dans une 
crique) et annonce par certains e6tés le nudie 
(voyeurisme de la baignade, bagarre prétexte, 
danseuse aux seins nus, gratuilé des sctnes 
sexy). Les enchainements frisent 'absurdité, au 
mépris des réalités scénaristiques. La pauvreté 
de Phistoire, loin d’éire un obstacle, permet & 
chaque séquence de se déployer jusque dans 
ses lemps morts, retrouvant la force d'un ciné- 


ma primitif. Le canot a la dérive, l'arrivée sur 
Vile, la premiére nuit, la baignade, la traque a la 


lueur des torches sont autant de moments dra- 
matiquement faibles, dénués de tout suspense, 


ls. Le col- 


et par 1d m&me, proprement fas 
lage se niche aussi dans un casting des plus 
bizarre, Alex D'Arcy, aprés avoir tenu Marilyn 
Montoe dans ses bras (dans Comment épouser 
un millionaire, 1953), se trouve au milieu 
d'un essaim de starlettes dont la généreuse 
Barbara Valentin. Signalons de méme l'excel- 
lente photographie du film qui — comme le note 
Bouyxou - «loin d’atténuer sa superbe mullité, 
Ja soulignait incongrfiment». Elle est de Georg 
Krause, déja auteur du noir et blane de La 
Femme nue et Satan, vieux routier qui travailla 
notamment avec Elia Kazan pour Man on a 
Tightrope (1953), Stanley Kubrick pour Path of 
Glory (1957), Robert Siodmak pour Nachts 
Wenn der Teufel Kam (1957) et Ralph Habib 
pour Geheimattion schwarze Kapelle (1959) 
Hartwig raconte qu'il s’était épris de Ia belle 
Barbara au point de I’éclairer avantageusement 
au détriment des autres filles. On le comprend 
aisément... 

Le Mort dans le filet se complait dans la facili- 
6, bafoue les codes habituels du cinéma avec 


EENTOA. Ft a 


DE NAAK 


une constance qui le hisse au niveau des plus 
étonnants chefs d’euvre involontaires de la 
série Z. Comme Mesa of Lost Women ou Kiss 
Me Quick, il atteint des sommets insoupgonnés, 
Fritz Botiger, oublié dans la nuit des temps, eut 
bien tort de rouspéter contre son producteur 

Malgré les mauvaises critiques, le film connait 
une exploitation assez lucrative, avec un record 
jon pour un film d’ Hartwig: France, 
, Italie, Belgique, Etats-Unis, Japon, 
Mexique, Afrique du Sud, Tunisie, Liban, 
Turquie, ete, Dans les ém 


s arabes, Hartw 


parvient méme a vendre son ceuyre pourtant 
peu conforme & |'Islam: sa diffusion y est offi- 
ar le film n'est projeté que pour le f 
sir de riches émirs et de leurs amis. Parions q 
Je roi Hussein de Jordans 


ciew: 


e, pendant quelqu 
npétueuse Bart 
une copie pour sa 


temps soupirant de la t 
Valentin, s’en fit parve 


ara 


HORST FRANK KARIN KERNKE 
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quelques temps le filon de 
duisant Flitterwochen in der Holle (Isle of Sin), 
de Johannes Kai, et Div Insel der Amazonen 
(Seven Daring Girls), d’ Otto Meyer, tous les 
deux avec Dorothee Gléklen. Mais ces deux 
films, réalisés en 1960 toujours dans lex 
Yougoslavie, toujours avec Georg Krause a la 
caméra, n'ont pas bénéficié de la méme di 
sion que Le Mort dans le filet. Et surtout 
Barbara y cruellement absente! (CB) 


Ein Toter hing im Netz (GER 1960) 
(L'abbraccio del ragno / It's Hot in Paradise | 
Horrors of Spider Island | Girls of Spider 
Island / Le Mort dans le filet | L'Amour dans le 
filet / L.'Ne du sadique | Dans le filet du sadi 
que) 


(Wolfgang C. Hartwig): PH: Georg 
Willy Mattes, Karl Bette; C: Harald Maresch 
(oe), Helga Frank (Georgia), Alex D'Arc 
(Gary Webster), Helga Neuner (Ann), Reine 
Brandt (Robby), Barbara Valentin (Babs), 
Dorothee Gliklen (Gladys), Gerry Sammer 
(May), Eva Sch |, Helma Van den 
(Kate), Elfie Wagner (Linda), Walter 
Faber; BW: 81 min, | 85 min 

Notes: Make-up by Karl Hanoszek. Filmed (19 
days in September, 1959) at the Arri-Film 
Studios (Munich) and in Porec, Istria, 
Jugoslavia. Released in Germany beginning 
from 16 April 1960. Premiered in France at the 
Midi-Minuit” and “Scarlett” theatres on 15 
February 1961 

Fotoromanzo version: Ciné Cosmos», 
no, 9, Roma-Paris, In.Gra,B.E., janvier 1962, 


Three unpublished sketches for the French poster of Ein Toter hing im Netz. Art by Bélinsky. 
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auf Jamaika 


Hee 7] Sa 
Barbara Valentin, a.k.a. “BV Super’, ak.a. “Busen Wunder”, a.k.a. “Skandal Nuden’. Top: Original German pressbook covers for Scharfe 
Schtisse auf Jamaica (directed by Ernst R. von Theumer in 1965), Kiss mich als géib’s kein morgen... a.k.a. Festival Girls (directed by Leigh 
Jason in 1960) and Das Madchen mit den schmalen Huften (directed by Johannes Kal In 1960). Above: Pin-up portraits of this buxomy blond 
German beauty. 
Page 125 to 127: Comic book artist Leone Frollo (renowned for his art in such “fumetti per adulti” series as Lucifer, Naga, Yra, Casino, and 
Mona Street) fantasizes an altemative explicit version of a sequence from Ein Toter hing im Netz. This 3-page illustrated story was plotted by 
Stefano Piselli and Roberto Guidotti and published for the first time in Diva Cinema (1989) 
«ls a poor, tattered film full of cheap effects and intent, as far as possible, on using the eight girls from the ballet corp. It's a circus-like cine- 
ma, made up of false exoticism, cheap sensationalism; it is improbable and full of incoherencies and dead moments. [...] That was purely 
exploitation cinema with the sole intention of entertaining... that's the reason for its ultimate success.» (Roberto Guidotti, Diva Cinema). 
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Babs, 
Georgia e 
Ann, le belle 
naufraghe 
raggiungono 
faticosamen- 
te le rive del- 
lisola miste- 
riosa e ri- 
compongono. 
le loro lacere 
vesti. 


Babs, 
Georgia and 
Ann, the 
beautiful 
castaways, 
reach with 
difficulty the 
shores of a 
mysterious 
island. Then, 
they try to 
put together 
their tattered 
clothes 
again. 


Babs, 
Georgia et 
Ann, les 
belles 
naufragées, 
rejoignent 
péniblment 
les rives de 
rile mysté- 
rieuse et 
remettent en 
ordre leurs 
vétements 
en haillons. 
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All'apparizio- 
ne di un mo- 
stro orrido e 
strisciante... 


When a 
frightening 
creeping 
monster 
appears... 


A l'apparition 
d’un monstre 
horrible et 
rampant... 


... le ragazze 
terrorizzate, 
fuggono 
disordinata- 
mente! 


.. In the grip 
of terror, the 
girls run for 
their lives! 


.. les filles, 
terrorisées, 
fuient de 
facgon désor- 
donnée! 


Dopo una di- 
sperata corsa 
nella giungla, 
Babs cade 
nella tela! 


After a desper- 
ate escape in 
the jungle, 
Babs falls into 
the web! 


Aprés une 
course 
désespérée 
dans la jungle, 
Babs tombe 
dans la toile! 


Luomo-ragno 
pregusta le 
grazie dell'- 
nerme vittima... 


The spider- 
man looks for- 
ward to tasting 
the graces of 
his helpless 
victim... 


Uhomme- 
araignée 
savoure & 
lavance les 
graces de la 
victime sans 
défense... 


Il mostro rag- 
giunge le mor- 
bide rotindita di 
Babs e... 


The monster 
reaches Babs’ 
soft curves, 
and... 


Le monstre 
rejoint les 
douces ron- 
deurs de Babs 
et... 


«» Sfoga il 
suo desiderio 
bestiale! 


. Gives vent 
to its beastly 
desire! 


... fait éclater 
son désir 
bestial! 
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Above: Liana Orfei (as Annelore) and Herbert Boehme (as Professor Gregorius Wahl) in // mulino delle donne di pietra / Le Moulin des suj 
plices (1960), directed by Giorgio Ferroni.This movie is one of the first and best examples of the Golden Age of Horror all'italiana. 

Opposite: Scilla Gabel as Elfy, Professor Wahl's daughter in a nightmarish scene (top); Wolfgang Preiss as Doctor Bohlem, Professor Wahl's 
partner in crime, during one of their blood transfusion and petrification experiments (bottom) 
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Kt mulino delle donne di pietra 
The Blood-Chilling Secret of Professor Wahl 


«S'avais l'expérience des spasmes voluptueux 
Alberte, et quand ils la prenaient, ils w'imterrom- 


patent pas mes caresses. Je restais comme j€tais, sur 


son caeur, attendant qu'elle revint a ta vie cosciente, 
dans l'orgueilleuse certitude qu'elle reprendrait ses 
sens sous les miens [...J. Le froid des pieds d'Alberte 
Htait monté jusque dans ses levres et sous les mien 
nes... Quand je sentis cet horrible froid, je me dressai 
4 mi-corps pour mieux la regarder; je m'arrachai en 
sursaut de ses bras, dont Cun tomba sur elle et U'au- 


tre pendit d torre, du canapé sur lequel elle était cou- 
chée, Effaré, mais lucide encore, je lui mis ta main 
ur le coeur. n'y avait rien! rien au pouls, rien aux 


iempes, rien aux arteres carotides, rien mulle part 
que la mort qui ait partout, et 
vantable rigidité 


si aver son Epou- 


Jules-Amédée Barbey d’Aurey) 
Le Ridem cramoisi 


eeze, 1912. Hans, un giovane assistente 
del Universit di Rowerdam, si reca 
presso Gregorius Wahl, professore di 
Belle Arti e scultore, per documentarsi sul suo 
stravagante mulino: un enorme carillon nel 
quale, sulle note di un triste ritomello, celebri 
eroine della storia, riprodotte a grandezza natu- 
bro ball 


rale, si muoyono in una sorta di mac: 
letto. Hans conosce Elfy, la bella figlia dello 
scultore, € passa una notte d'amore con lei 
Quando perd la ragazza gli rivela di essere 
innamorata di lui, Hans larespinge e lei sembra 
morire all’improvyiso per la forte emozione. I] 


jovane fugge spaventato, ma al suo ritomo 
nella casa-mulino la rivede incredibilmente 
viva, Con aiuto di due amici studenti, Raab 
Liselotte, Hans scopre che il professore tiene in 
vita la figlia, affetta da un male incurabile, gra- 
zie al sangue di giovuni fanciulle i cui corpi, 
poi, vengono pietrificati e usati per adomare il 
carillon, Tutto questo avviene grazie alla colla- 
borazione di un sinistro medico radiato dall'or- 
dine, il dottor Bohlem, che ha finalmente sco- 
perto un nuovo siero per dare la definitiya salu 


te a Elfy, di cui é follemente innamorato. Anche 


Liselotte finisce preda dei due folli indiyidui, 
ma Hans e Raab accorrono in suo aiuto... 


A differenza di altri generi che hanno contrad- 
distinto il cinema italiano, il gotico degli anni 
Sessanta non si sviluppo in seguito all’ improv- 
viso sucesso di una pellicola capostipite, come 
sarebbe, invece, accaduto per il western (con 
Per un pugno di dollari) © per il giallo (con 
L'uecello dalle piume di cristallo). Iniziatori 
cell’horror all italiana sono giustamente consi- 
derati Riccardo Freda ¢ Mario Bava. I primo 
con lo straordinario / vampiri (realizzato nel 
1957 con Mimportante contribute dello stesso. 
Bava), il secondo col giviello gotico La 
maschera del demonio che, nel 1960, lancid 
Barbara Steele come ideale interprete femmini- 
le di cimiteriali fantasie romantico-vampire- 
sche, Ma nessuno di questi film riscosse, all’e- 
poca, alcun riscontro degno di nota al botteg! 
no. Eppure ben presto ci si accorse (molto 
prima all’estero che in Italia) del potenziale, 
innovativo e trasgressivo insieme, che il cine- 
ma horror italiano possedeva. Infatti, gli sce- 
rr 


iatori ¢ i registi italiani, anche i minori, 


avevano un modo tutto loro di trattare temi 
classici del genere, rinnoyandoli attraverso una 
diversa ottica legata a precise tradizioni e radi- 
ci culturali, 

Anche gli spettatori che, in Italia, vedevano in 
sale periferiche, spesso fumose e malandate, 


queste macabre fantasie di celluloide, avevano 
la sensazione di trovarsi di fronte a qualcosa di 
diverso. Qualcosa che, nonostante la frequente 
anglicizzazione dei nomi presenti nei crediti, 
distingueva questi film (primi fra tutti L ‘aman 


te del vampiro, Lorribile segreto del dottor 
Hichcock, Metempsyco, Danza macabra) da 
analoghi prodotti stranieri. 

Caso abbasianza raro per quegli anni, il regista 
Giorgio Ferroni (Perugia 1908 - Roma 1981) 
firm) I! mulino delle donne di pietra col pro- 
prio nome ¢ cognome, mentre avrebbe adottato 
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“© SCILLA GABEL e: W 


Original French poster. 


per i suoi westem Jo pseudonimo di Calvin 
Jackson Padget 

Nell’ambito del cinema horror italiano degli 
anta, il film di Ferroni risplende come 
una piccola perla rara perché rappresenta uno 
degli esempi pid poetici e raffinati del genere, 
nonché una vera summa di tutti i femi fonda- 
mentali del gotico nostrano. 


anni S 


Figura centrsle della pellicola @ una donna- 
mostro, interpretata dalla bellissima Scilla 
Gabel che ostenta per I’ occasione capelli corvi- 
niccome la git citata Barbara Steele, carismati 
ca presenza di alcuni trai migliori gotici italia- 
ni. La sua apparizione iniziale con un cane a 
guinzaglio ricorda, non a caso, T'ingresso in 
scena della Steele nella Maschera del demonio. 
Anche nel film di Ferroni, la protagoni 
insieme mostro vivente e fragile vittima. Elfy ¢ 
una sorta di vampi 


preda del suo sconfinato 
bisogno di essere amata, ma al tempo stesso @ 
vittima di un male terribile e degli scellerati 
esperimenti condotti su di lei dal dottor 
Bohlem. Ed @ proprio in questa sua dupl 
natura che risiede il fascino del personage: 
che richiama quello di analoghe eroine del goti- 
co italiano, Ma nella figura di Elfy c’@ in pit 
una nota liricamente romantica che |’avvicina a 
certe eroine esangui dei racconti di Edgar Allan 
Poe, Come Morella o Ligeia, infatti, Elly & 
minata da un male inesorabile che va di pari 
passo con una crescente sete d'amore e di pia- 
cere, spinta ai limiti della ninfomania. E certe 
immagini della giovane che langue, adagiata 
sul leito, paiono quasi una fedele trasposizione 
mica di certe descrizioni che Poe faceva delle 


sue-eroine morenti, di una strana ma fascinosa 
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CARREL 


PIERRE 


BRICE 


ANG PREISS 


Pierre Brice (as Hans) and Dany Carrel (as Liselotte) 


bellezza. Ma non solo, Come giustamente rile- 
va Michel Caen nella sua recensione-esaltazio- 
ne sulle pagine dell’impagabile Midi-Minuit 
Fantastique (1962), le referenze estetiche del 
film sono numerese ¢ la sceneggiatura attinge- 
rebbe a tutto un territorio del fantastico che 
comprende La maschera di cera di André de 
‘Toth, la “diabolica” Alberte di Barbey d’Aure- 
villy, le bellezze “particolari® del gia citato 
Edgar Poe, le “amanti religiose” di Apollinaire 
e il surrealismo decadente di Alberto Martini 
Ma «questa sceneggiatura-catalogo non distur- 


ba, perché Ferroni ha saputo fondere armonio 
samente queste diverse fonti ¢ fare del Mulino 
un film ricco di fascino € soprattutto meravi- 
gliosamente folle», 

In definitiva, il personaggio di Elfy appare 
come wna sorta di riuscita sintesi tra il omanti- 
mo macabro tanto caro a Poe ¢ certo deca 


dentismo morboso che emerge sovente negli 
horror italiani di quel periodo, Anzi, la conno- 
tazione erotica e perversa diviene la vera e pro- 
pria protagonista di questo film, contraddistin- 
toin manicra ossessiva da su; 
smo malato. «Ferroni non yuole fare un film 
dell’orrore, ma un film sull'amore, quello 
autentico, quello che conduce ai confini della 
morte, alle frontiere dell’oltretomba, 1 mulino 
delle donne di pietra @ la storia di una donna 


joni di eroti 


che solo I'amore pud salvare», sottolinea giu- 
stamente Stéphane Derderian nella sua scheda 
dedicata al film in Cine-Zine-Zone (1990). 

Qualcosa di simile si potra riscontrare, sebbene 
con connotazioni sadomasochiste completa- 


mente diverse, nella Frusta e il corpo (1963) di 
Mario Bava, dove Daliah Lavi-Nevenka impri- 


me un (ono preciso a tutta Ia vicenda con la sua 
perversa ¢ passionale sensualita, appagata solo 
dalle sadiche frustate di Christopher Lee-Kurt. 
E ancor pit, in Danza macabra (1964) di 
Antonio Margheriti (non a caso, vagamente 
ispirato ai racconti di Poe), dove troveremo una 
sensuale Barbara Steele nel ruolo di Elisabeth, 
ung passionale donna-spettro. esplicitamante 


ninfomane e bisessuale che, per sua stessa 
ammissione, «vive solo quando ama» 

Anche I’archetipo del mad doctor che uccide 
fanciulle per restituire la vita o la bellezza alla 
persona amata (un personaggio che qui si sdop- 
pia nelle figure del padre e del medico suo 
complice) non & esente da un‘intensa carica 
passionale, Gia presente in opere come J vam- 
piri di Riccardo Freda e Occhi senza volto di 
Geors fi 

con quest particolari connotazioni sarebbe 
divenuta un segno distintivo di tutto il gotico di 
matrice italiana (primi fra tutti i film Seddok, 
Verede di Saiana di Anton Giulio Majano e 
Lorribile segreto del Dr, Hichcock di Freda), 
canatterizzando perd anche il primo capolavoro, 
dell’horror spagnolo, Il diabolico Dr. Satana 
(Gritos en la noche) di Sess Franco 

Nel film di Ferroni affiorano molti altri spunti 
caraticristici della nostra cinematografia fanta- 
stie 


Franju, le figura dello scien 


10 pazzo 


come la necrofilia (il fascine morboso 
che Hans pare provare per il corpo senza vita di 
fy), il sadismo (tutte le sequenze in cui gio- 
vani fanciulle, debitamente legate, sono sotto- 
poste ai crudeli esperimenti del medico folle), il 
yampirismo (il sangue altrui come unico mezzo 


per ridare la vita) e una sottesa, nche 
troppo, carica erotica (dovuta al fatto che la 


PIERRE BRICE| 
SCILLA GABEL 
WOLFGANG PRIISS | 
LIANA ORFEI| 


DELLE DONNE 
IDI PIETRA 


The macabre and the gothic: original 
Italian poster (above); Professor Wahl in 
his abominable mill-house, surrounded by 
some of his sculptures (right). 


censura vietaya comungue i film horror, senza 
esaminarli con troppa attenzione). A questo 
proposito, segnaliamo una yeloce sequenza in 
cui il regista riesce a mostrare fugacemente il 
seno nudo di Dany Carrel-Liselotte mentre, 
legata sul tavolo, sta per essere sacrificata 
¢ apparizione é presente, peraltro, 
solo nella yersione italiana, la pit completa a 


causa di un diverso montaggio generale 
Liinsieme @ immerso in un décor raffinatissi- 
mo, curato nei minimi dettagli da Arrigo Equini 
ed esaltato dalla splendida fotografia (tutta gio- 
cata su violenti contrasti di colore) di Pier 
Ludovico Pavoni, con al centro I’antico mulino 
le cui pale, roteando lentamente, sembrano 
conferire al film un ritmo maestoso eppure oni- 
rico, assecondato dalle vellutate musiche di 
Jo Innocenzi 

Pur tra inevitabili richiami a certi horror prece 
denti, come i riferimenti estetici ai film inglesi 
della Hammer (la scena della tayerna ne & un 
classico esempio), ¢ inaspettate citazioni colte 
da Bufuel (nel modo ailusivo di inquadrare 
certi oggetti che assumono valenze ambigue). il 
regista riesce comunque a comporre immagini 
straordinariamente originali ¢ liricamente ispi- 
rate, dai cromatismi preziosi ¢ ricercati. Basti 
pensare alle sequenze degli incontri amorosi tra 
Elfy ed Hans improntate ad una sensualita per- 
versa © decadente, che ben emerge nei colori 
accesi che riempiono le immagini (impossibile 
dimenticare i capelli corvini di Elfy, il suo 
vestito rosso e il candido letto su cui é lasciva- 
mente distesa), Bellissima, inoltre, la scena 
finale in cui, muovendosi in una sorta di danza 
aba, i manichini del carillon si sciolgono 
al calore del fuoco, rivelando i cadayeri femmi- 
nili al loro interno, 

Curiosamente, il film di Ferroni pare anticipa- 
re, in certi momenti, un cult del gotico italiano, 
La casa dalle finestre che ridono (1976) di Papi 
Avati, nelle atmosfere inguietanti ¢ nel modo 
inedito e particolare di usare il paesaggio (si 


ma 


veda, a questo proposito, la sequenza iniziale 
dell'arrivo di Hans al mulino maledetto in 
parallelo all’arrivo di Lino Capolicchio nel 
ypolavoro avatiano). 

Anche gli interpreti ben assecondano T'impian- 
to approntato dal regista in questa co-produzio- 
ne italo-francese. Da Pierre Brice, in seguito 
interprete del curioso sexy horror La notte dei 
dannati (1971) di Walter Maria Ratti, alla gid 
itata Scilla Gabel (perfetta in questo suo unico 
ruolo gotico), da Liana Orfei (spesso presente 
nei film avventurosi dell’ epoca, qui nei panni 


della modella ¢ cantante “in  pericolo” 
Annelore) a Dany Carrel (impegnata, in quello 
stesso anno, in un altro eccellente horror, Le 
mani dellaltro di Edmond T. Greville), sino a 
Wolfgang Preiss, attore proveniente dal 
Diabolico Dr: Mabuse (1960) di Fritz Lang. qui 
ben utilizzato nel ruolo dell’ambiguo dottor 
Bohlem. 

Apprezzato documentarista ¢ regista eclettico 
(dal comico Macario contro Zagomar al neo- 
realistico Tombolo, paradiso nero, dai pepla Le 
baccanti ed Ercole contro Moloch ai western 


Hans and Professor Wahl examining some documents about the old mill's mechanism. 
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Original German poster for // mulino delle donne di pietra, 


Un dollaro bucato e Per pochi dollari ancora, 
al melodrammatico Carmen di Trastevere) 
Giorgio Ferroni, nonostante l'eccellente risul- 
tato conseguito, sarebbe purtroppo tomato al 
genere horror molt 
infatti, realizzd La notte dei diavoli, una su 
stiva e personale trasposizione in chiave 
moderna di una novella vampiresca di Aleksej 
Tolstoj, La famiglia dei Wurdalak, che aveva 
sia fornito ispirazione a Mario Bava per un epi 
sodio dei Tre volti della paura 

1 mulino delle donne di pierra rimane dunque 
un perfetto esempio di quell irripetibile e affa- 
scinante modo di concepire il gotico che si 
ayeva in Italia negli anni ‘60. (AB) 


ni dopo. Solo nel 1972 


eeze, 1912. Hans, a young assistant of 

the University of Rotterdam, goes to 

meet Gregorius Wahl, a professor of 
Fine Arts, as well as a sculptor, in order to 
study the man’s strange mill: an enormous car- 
illon in which, following the notes of a sad 
refrain, several famous historical heroines, 
reproduced in full life size, move in a sort of 
macabre ballet, Hans meets Elfy, the sculptor’s 
beautiful daughter, and spends a night making 
love to her. However, when the girl discloses 
her love for him, Hans rejects her and she sud- 
denly seems to die for the strong emotion. The 
young man flees in terror, yet, upon his return 
to the house-mill, he sees her again, incredibly 
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alive! With the help of two of his fellow-stu- 
dents, Raab and Liselotte, Hans finds out that 
the professor keeps his daughter, who is afflict- 
ed with an incurable disease, alive with the 
blond of sever 


1 young maidens, whose bodies 


are, later, pettified and used as “decorations 
for the carillon, All this is made possible cour: 
tesy of the cooperation of a sinister physician, 
who has been struck off the roll, Doctor 
Bohlem. He has finally discovered anew serum 
capable of healing Elfy. with whom he has fall- 
en madly in love, once and for all, Even 
Lisclotte falls prey of the two madmen’s homi- 
cidal frenzy but never fear, Hans and Raab are 
on their way to rescue her. 


Unlike other genres that have marked Italian 
cinema, the Gothic “movement” of the sixties 
didn’t develop out of the unexpected success of 


a seminal movie, as in the case of the so-called 
heiti westerns (with A Fistfiul of Dollars) 
or the thrillers (with The Bird with the Crystal 
Plumage). The “pioneers” who originated the 
Italian horror genre are undoubtedly Riccardo 
Freda and Mario Bava. The former with the 
extraordinary The Devil's Commandment (I 
Vampiri, produced in 1957 with the important 
contribution of Bava himself), the latter with a 
veritable Gothic gem titled Black Sunday (La 
Maschera del Demonio) which, in 1960, taun- 
ched Barbara Stecle as the ideal female inter- 


preter of gloomy romantic-vampiric fantasies, 


iL MULINO 
DELIEDONNE Di PiETRA 


PIERRE BRICE > SCILLA GABEL . ... wouscae uaa ore « naneo sue Se 
enna 


ou sous - DANY CARREL 


Gregorius and Elfy Wah! in an original Italian poster. 


However, none of these movies managed to 
eam, at the time, a satisfying box-office result 
Nevertheless, someone soon realized (first 
abroad and only much Later in Italy) the poten- 
tial, both as an incredibly innovating force and 
a transgressive way of making movies, Italian 
horrors ultimately possessed. As a matter of 
fact, Italian directors and screenwriters, even 
the less imeresting ones, had a very peculiar 
way of dealing with the classic themes of the 
genre, ultimately innovating it through a ¢if- 
ferent vision deriving from precise traditions 
and cultural roots. Even the spectators that, in 
Italy, would usually see these macabre film fan- 


tasies in suburban cine-halls, often smoky and 
in bad condition, had the sensation of finding 
themselves before something totally different 
Something which, despite the mess of English 
nares listed in the opening credits, would set 
these movies (first of all L’Amanie del 


Vampiro, ak.a. The Vampire and the Ballerina, 
L’Orribile Segreto del Dottor Hichcock, aka 
The Horrible Dr. Hichcock, Metempsyco, a.k.a. 
Tomb of Torture, Danza Macabra, a.k.a, Castle 
of Blood) apant from similar foreign produc- 
tions. Unlike what would usually happen at the 
time, director Giorgio Ferroni (Perugia 1908 - 
Rome 1981) chose to be credited for Mill of ihe 
Stone Women (Il Mulino delle Donne di Pietra) 
with his real “Italian” name, while he was to 


assume the “alias” of Calvin Jackson Padget 
for his “westerns all’italiana”, In the firmament 


Cp ore 


on LOSMO3—s 


of the Ita-lian horror movies of the sixties, 
Ferroni’s film shines like a small “rare” gem, 
since it represents one of the most poetic and 
refined examples of the genre, as well as a ver- 
itable “mix” of all the fundamental themes of 
Sunny Italy’s Gothic lore. 

The film’s main figure is that of 
ster, played by the gorgeous Scilla Gabel, here 
sporting raven hair like the above-mentioned 
Barbara Steele, a charismatic presence of some 
of the best Italian Gothic movies. Her initial 
appearance, holding a dog in leash reminds, as 
a matter of fact, Steele's entry in Bluck Sunday 
In Ferroni’s movie the beautiful protagonist is. 
once again, both a monster and a fragile victim, 
Elfy is a vampire of sorts, who has fallen a prey 
to hy 
same time, she’s also the vietim of « terrible ill- 
ness, as well as the object of Doctor Bohlem’s 
evil experiments. This double nature of sorts 
makes this character extremely fascinating, 
much like several similar heroines of Italian 
Gothic. However, what makes Elfy more origi 
nal is a touch of lyrical romanticism which 
brings her closer to certain “cadaverous” hero- 
ines of the tales of Edgar Allan Poe, Much like 
Morella or Ligeia, Elfy's health is undermined 
by a terrible disease which goes side by side 
with a growing lust for love and pleasure, 
pushed io the limits of nymphomania 
Therefore, certain images depicting the young 
woman who pines with love for Hans, while 
lustfully lying on her bed, almost seem like a 


womun-mon- 


boundless need to be loved yet, at the 


faithful film adaptation of certain descriptions 


= on 


SEE A BEAUTIFUL GIRL CHANGED INTO A 


PETRIFIED MONSTER 
BEFORE YOUR VERY EYES! 


ATERRIFYING 
TALE OF PASSION 

AND SUSPENSE 
THAT WILLBURN 
IN YOUR MIND 
FOREVER! 


In BLAZING 
TECHNICOLOR 


ME) ae ea 


Poe used to make of his d 
strange yet fascinating beauty. W! 
Michel Caen effectively points out in his 
review-glorification published by the priceless 
Midi-Minuit Fantastique (1962), the film’s aes- 
thetic refer-ences are countless and the screen- 


ng heroines, of a 


more, as 


play probably draws its inspiration from such 
fantastic imageries which include the Mask of 
Wax, by André de Toth, the “diabolic” Alberte 
by Barbey d’ Aurevilly, the “peculiar” beauties 
of the already-mentioned Edgar Allen Poe, 
Apollinaire’s religious mistresses and the deca 
dent surrealism of Alberto Martini, However, 
this «screenplay-catalogue doesn’t disturb at 
all, singe Ferroni has been able to combine har- 
moniously these different sources turning Mill 
af the Stone Women into a movie full of charm 
and, above all, wonderfully crazy.» After all. 
the character of Elfy seems to be a sort of suc- 
cessful synthesis between Poe’s much-beloved 
macabre romanticism and that particular type 
of morbid decudentism which can often be 
found in the Italian horror movies of that era 
And, what’s more, this erotic and perverted 
connotation becomes the veritable protagonist 
of the movie, obsessively marked by sugges- 
tions of a particularly “sick” type of eroticism. 
“Ferroni doesn’t want to make a horror movie, 
but a film about love, the one true love, that 
which leads to the frontiers of death itself, 
reaching the limits of the afterlife. Mill of the 
Stone Womenis the story of a woman only love 
ely remarks Stéphane 
ature about the movie, pub- 


can save» effect 


Derderian in his f 


American press ad for /I mulino delle donne di pietra (above); cover 
of the French “roman photo” version of the movie (left), Another, 
totally delirious, American press ad boasting: «Waming! Please 
check your head before entering theatre... You may lose it... when 
you see... Mill of the Stone Wome! 


lished in Cine-Zine-Zone (1990). Something 
similar will be found, although with complete- 
ly different sadistic-masochistie connotations, 
in What! (La Frusta e il Corpo, 1963), by Ma- 
rio Bava, where Daliah Lavi-Nevenka imparts 
a precise tone to the whole story with her per- 
verted and passionate sensuality, satisfied only 
by the sadistic lashes of Christopher Lee-Kurt. 
What's more, in Castle of Blood (1964), by 
Antonio Margheriti (another movie possibly 
loosely based on the tales of Poe), we will find, 
once again, a sensual Barbara Steele in the role 
of Elisabeth, a passionate ghost-woman explic- 
itly nymphomaniac and bisexual who, as she is 
fond of pointing out, «lives only when she 
loves.» 

Even the archetype of the mad doctor who kills 
young maidens to bring the woman he loves 
back to life or to give her back her lost beauty 
(a character which splits itself into the figures 
of the father and the mad doctor he’s in cahoots 
with) is not exempt from an intense passionate 


drive. Already featured in such works as The 
Devil's Commandment, by Riccardo Freda and 
Les Yeux Sans Visage (The Horror Chamber of 
Dr. Faustus), by Georges Franju, the figure of 
the mad scientist sporting these particular pecu- 
liarities was to become a trademark of sorts of 
the whole Italian Gothic movement (first of all 
with such movies as Seddok, I’Erede di Satana, 
aka. Atom Age Vampire, by Anton Giulio 
Majano, and The Horrible Dr. Hichcack, by 
Riccardo Freda), also characterizing the first 
masterpiece of Spanish horror, The Awful Dr 
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Professor Wahl and Anneiore in the dark laboratory inside the mil. 


Orley 
Ma 
Italy’s fantasy cinematography can be found in 
Ferroni’s film, such as necrophilia (the morbid 
fascination Hans seems to prove before Elfy's 
lifeless body), sadism (all the sequences where 
the young maidens, appropriately in bondage, 
are submitted to the cruel experiments of the 
npirism (the blood of the oth: 


by Jess Franco 
y other themes characterizing Sunny 


mad doctor), va 
ers as the only means to bring the loved ones 
back to life) and a half-hidden, yet not quite 
that much, erotic drive (due to the fact that 
Italian censors would forbid horror movies no 
matter what, without examining them too 
closely...), On this subject, we'd like to point 
¢ where the director 
manages to let us “glimpse” Dany Carrel- 
Liseloite’s naked breasts while, tied up to the 
table, she’s about to be “sacrific This far 
too brief “apparition” is featured, as a matter of 
fact, only in the Italian version, which remains 
the most integral cut available, thanks to a dif- 
ferent general editing. 


out a far too short seque: 


The whole movie is immerged in a very refined 
décor, maniacally designed to the last details by 
Arrigo Equini and made more conspicuous by 
the wonderful photography (which plays upon 
the violent contrasts of the colors) of Pier 
Ludovico Pavoni, centered around the ancient 
mill whose paddle-wheel rolls on slowly, seem 


ingly bestowing upon the film a majestic yet 
ric pace, emphasized by the music of Carlo 
Innocenzi 


oni 


Despite certain undeniable references to sever- 
al previous horror movies, such as the aesthet 

ic “homages” to the films of the English pro 
duction house Hammer (the scene taking place 
in an inn is a classic example of that), and sev 

eral unexpected “quotations” deriving directly 
from Bufiuel’s works (the allu: 
which certain object 


© way in 


fe framed, taking on an 
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obscure meaning), the director manag 
nonetheless to compose a series of extraordi- 
narily original and lyrically inspired images, 
with precious and refined chromatisms. It's 
sufficient to mention the sequences depictin 
the love meetings between Elfy and Hans. 


marked by a perverted and decadent sexuality, 
which is made more evident by the vivid colors 
which fill up the images (it’s impossible to for- 


get Elfy’s raven hair, her red dress and the 
white bed she lustfully lies down on). We'd 


also like to mention the wonderful final scene 


which, moving in a sort of macabre dance, 
lon literally melt 
before the heat of the fire, revealing the female 


the mannequins of the ¢ 


corpses hidden inside. 

Curiously, Ferroni’s film seems to anticipate, 
on several occasions, a veritable cult of Halian 
Gothic, The House with the Windows That 
Laugh (La Casa dalle Finestre Che Ridono, 
1976), by Pupi Avati, especially in the disquiet- 
al 


are used (see the initial 


ing atmospheres and in the extremely ori 


way “landse 


sequence depicting Hans’ arrival at the omi 
nous mill mi the one documenting Lino 
Capolic-chio reaching his destination in Avati’s 
masterpiece). 

Even the interpreters favour the director's ulti 


mate intentions in this French-Ialian co-pro- 
duction. From Pierre Brice, destined to be the 
interpreter of the curious sexy-horror The Night 
of the Damned (La Notte det Dannati, 1971), 
by Walter Maria Ratti, to the already-men 
tioned Scilla Gabel (simply perfect in the only 
gothic role of her career), from Liana Orfei 
(often featured in many adventure movies of 
that era, here in the role of the 


nodel-singer in 
distress Annelore) to Dany Carrel (featured in 


another excellent horror, produced during the 


same year, Edmond T. Greville’s The Hands of 
Orlac), to end up with Wolfgang Preiss, an 
actor coming directly from Fritz Lang's The 
Thousand Eyes of Dr. Mabuse, a.k.a. The 
Diabolical Dr: Mabuse (1960), here particular 


ly effective as the ambiguous Doctor Bohlem 
An appreciated author of documentary movies 
well as an eclectic director (from the come- 


dy Macario Contro Zagomar to the neorealistic 
Tombolo Paradiso Nero, from the sword-and- 


Annelore in the grip of Professor Wahl, Original German publicity photo. 


Barbara Steele, Queen of the Macabre. 


sandal epics of Le Baccanti and Ercole Contro 
Moloch to the spaghetti westems Un Dollaro 
Bucawo and Per Pochi Dollari Ancora as well 
as the drama Carmen di Trastevere), Giorg 
Ferroni, despite the excellent results enjoyed 
with Mill of the Stone Women, would return to 
the horror genre only many years later. As a 
matter of fact he directed, in 1972, Night of the 
Devils (La Notte dei Diavoli), asuggestive per- 
sonal modern adaptation of a vampiric tale by 
Aleksej Tolstoj, The Wurdalak, which had 
already inspired Mario Bava for an episode of 
Black Sabbath (1 Tre Volti della Paura), 

Mill of the Stone Women remains. in the end, a 
perfect example of that unrepeatable and fas 
nating way of conceiving the Gothic genre 
Italian directors used to have during the sixties. 
(AB) 


eeze, 1912. Hans, un jeune assistant de 
1 Université de Rotterdam, se rend chez 
Gregorius Wahl, professeur de Beaux 


Arts et sculpteur, pour se doc 
extravagant moulin: un énorme carillon dans 
lequel, sur les notes d’un macabre refrain, de 
célébres héroines de I"histoire, reproduites en 
grandeur nature, se remuent dans une espéce de 
bre ballet. Hans connatt Elfy, la belle fille 
du sculpteur et il passe une nuit d'amour avec 
elle. Lorsque Ja fille lui dit d’étre devenue 
amoureuse de lui, Hans la rejette et elle donne 
Vimpression de mourir tout a coup pour le 
choc. Epouvanté, l'homme s'enfuit, mais lors 


nenter Sur son 


mai 


qu'il revient & Ia maison-moulin il la revoit 
incroyablement vivante, Aidé par deux amis 
étudiants, Raab et Liselotte, Hans découvre que 
le professeur tient en vie sa fille, qui a &é 


contaminée par une maladie incurabl 


. Brice au 
sang de plusieurs jeunes filles dont les corps 


The cool Eify (Scilla Gabel) watching the helpless Liselotte (Dany Carrel) in bondage. 


sont ensuite petrifiés et employés pour “orner” 


le carillon, Tout cela se produit grace 3 la col- 
laboration d’un sinistre médecin qui a été radié 
de l'ordre, le Docteur Bohlem, qui a enfin dé- 
couvert un nouveau sérum pour guérir définiti- 
vement Elfy, dont il est amoureux fou. Liselotte 
devient proie de ces deux individus fous, mais 
Hans et Raab accourent 4 son secours. 


Ala dif 
gué le cinéma italien, le gothique des années 


rence d'autres genres qui ont distin- 


soixante ne se developpa pas a la suite d'un 
soudain succés d'une pellicule mére, comme, 
au contraire, ce serait arrivé avec le western 
(avec Pour une poignée de dollars) ow avec le 
genre policier (avec L’Oiseau au plumage de 
cristal). Riccardo Freda et Mario Bava sont 


Elfy waiting for another blood transiusion, courtesy of her father with Dr. Bohlem's help. 
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PIERRE GRICE - SCILLA GABEL 


a = wero a soten » DANY CARREL 


Gregorius Wahl and Elfy in the dramatic final fire of the mill. 


considérés justement les promoteurs de hor 
reur italien, Le premier avec I'extraordinaire 
Les Vampires (réalisé en 1957 avec |’importan 
te contribution de Baya lui-méme), le deuxié- 


me avec un veritable bijou gothique, Le 


Masque du démon, qui, en 1960, langa Barbara 


Steele comme I'idéale interpréte féminine 
d'obscures fantaisies romantico-vampiriques. 
Malheureusement aucun de ces films ne 
recueillit, a T'époque, un succes significatit 
parmi le public. Cependant, on s‘apergu assez 
tot (d’abord & I’étranger et seulement beaucoup 
plus tard en Italie) du potentiel, en méme temps 
aussi innovateur que trangresseur, que le fan- 
tastique italien possédait. En effet, tous les 
adaptatcurs a I’écran et les meticurs en scéne 


Liana Orfei a: 
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italiens, méme les moins int 


essants, appro- 


chaient d'une maniére tout @ fait originale les 
Sujets classiques du genre, en les renouvelant & 
trayers une différente vision liée a des précises 
traditions et racines culvurelles. 

Méme les spectateurs qui, en Tlie, voyaient 
ces macabres fantaisies dans des salles cinéma- 
Lographiques des quartiers périphériques, sou- 
vent fumeuses et en piteux état, avaient la sen- 


sation de se retrouver en face de quelque chose 
de différent. Quelque chose qui, malgré les 
nombreux noms anglais fictifs presentés dans 
les titres initiaux des films (premiers d’entre 
eux La Maitresse du vampire, L'Effroyable 
secret du docteur Hichcock, Métempsycose, 
Danse macabre) les distinguait des produits 


Helga in a publicity photo of Ferdinando Baldi's / tartari (1961) 


Original Spanish poster of the 1970s. 


américains analogues. 


Dans une circonstance trés rare pour I’époque, 
le metteur en scéne Giorgio Ferroni (Perugia 
1908 - Rome 1981) “signa” Le Moulin des sup- 
plices /Il mulino delle donne di pietra avec son 
yrai nom, tandis qu'il aurait adopté le pseudo 


nyme de Calvin Jackson Padget pour ses spa- 
ghetti westerns. 

Dans le milieu du cinéma de l'épouyante italien 
des années soixante, le film de Ferroni brille 
comme une gemme rare car il représente l'un 


des exemples plus poétiques et raffinés du 
genre, ainsi qu'un yéritable sommaire de tous 
les thémes fondamentaux du gothique de chez 
nous. La figure centrale de la pellicule est une 


femme-monste 


interprétée par la charmante 
“asion, des che- 


Scilla Gabel qui étale, pour l'oc 


veux noir corbeau, comme Ia susdite Barbara 
Steele, mythique présence de quelques-uns 
parmi les meilleurs gothiques italiens. Son 
apparition initiale, avec un chien en laisse, nous 
fait rappeler, en effet, I'entrée en scéne de 
Steele dans Le Masque du démon, Dans le film 
de Ferroni aussi, la protagoniste est en méme 


temps un monstre vivant et une victime fragile. 
Elfy est une espéce de vampire, proie de son 
besoin illimité d'étre aiméc, mais, cn méme 
temps, elle est aussi la victime d’une maladie 
incurable et d’expétimentations scélérates 
efffectuées par le Docteur Bohlem. C'est bien 
dans cette double nature qu’on peut trouver le 
rsonmage, qui renvoye & celui 


ues héroines du gothique ita- 


Mais dans la figure d’Elty, les auteurs ont 
ajouté une note de romantisme lyrique qui !’ap- 
proche a certaines héroines exangues des récits 
d’Edgar Allan Poe, En effet, comme Morella 
ou Ligeia, Elfy est minée par une inexorable 


maladie, qui marche pas A pas avec une soif 
croissante d'amour et de plaisir, poussée aux 
limites de la nymphomanie. Et certaines ima- 
ges de la jeune fille qui languit, couchée dans 


le transposi- 


son lit, semblent presque une fid 
tion filmique de certaines descriptions que Poe 


SUPPLItES 


PIERRE BRICE* DANY CARRELL 


EASTMIANCOLOR, 


Original French “pavé de presse”. 


faisait de ses héroines mourantes, d'une étrai 
ge mais charmante beauté. Mais pas seulement 
ga. Comme justement le fait noter Michel Caen 
avee sa critique-exaltation parue dans I'im 
payable Midi-Minuir Fantastique (1962), les 
références esthétiques du film sont nombreuses 
et l’adaptation a I'Gcran aurait l'air de puiser 
d'un territoire particulier du fantastique com- 
prenant Le Masque de cire, par André de Toth, 
la “diabolique” Alberte, d’aprés Barbey d’ Au- 
les beautés “particuli¢res” de Poe, les 


revill: 


“amantes religieuses” d’Apollinaire et le sur- 
réalisme décadent d’ Alberto Martini. Mais «ce 
nario-catalogue n'est pas pour me géner car 
Ferroni a su fondre harmonieusement ces di- 


vers emprunts et faire avec Moulin un film tres 
it Fou 


séduisant et surtout merveilleusem 
En definitive, le personage d’ Elfy semble étre 
une espéce de synthése réussie entre le roman- 
tisme macabre bien aimé par Poe et une cert 
ne décadence morbide qui émerge souvent dans 
les films d’horreur italiens de I'époque. Et 
encore, les traits caraciéristiques érotiques et 
pervers deviennent le véritable protagoniste de 


ce film, distingué d’une maniére obsédante par 
des suggestions d’érotisme malade. «Ferroni 
nest pas de faire un film d’horreur, mais un 
film sur l'amour, le v ux, 


ai, celui qui condu 
frontiéres de la mort, aux limites de loutre- 
tombe. Le Moulin des supplices est Vhistoire 
@une femme que seul l'amour peut sauver», 
remarque justement Stéphane Derderian dans 
sa fiche dediée au film et publiée par Cine- 
Zine-Zone (199) 

Quelque chose de rassemblant pourra étre 
retrouvé, méme si avec des traits caractéris- 


tiques sado-maso complétement différents, 
dans Le Corps et le fowet (1963), de Mario 
Bava, od Daliah Lavi-Nevenka imprime un ton 
précis 4 l'ensemble de Mhistoire avee sa per- 
verse et passionnelle sensualité, satisfaite seu- 
lement par les sadiques coups de fouet de 
Christopher Lee-Kurt. Et, de plus, dans Danse 


macabre (1964) de Antonio Margheriti (vague- 
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The Fine Arts Professor Gregorius Wah! in the process of petrifying Annelore for his mill 


ment inspiré, inévitablement, aux récits de 
Poe), ot 'on retrouvera une sensuelle Barbara 
Steele dans le role d’Elisabeth, une femme- 
spectre passionnelle explicitement nymphom: 
clare de vivre «sculs 


ne et bisexuelle qui d 
ment quand elle aime. 
Méme I'archétype du savant fou qui tue des 
jeunes filles pourrendre la vie ou la beauté per- 
due & la personne aimée (un personnage qui se 
dédouble” dans les figures du pre et du 
médecin qui devient son complice) n'est pas 


exempt d'une intense “charge” passionnelle. 
Déja parue dans des cuvres comme Les 
Vampires de Freda, et Ley Yeux sans visage de 
Franju, la figure du savant fou avec ces traits 


caractéristiques particuliers serait devenue un 


“Jabel de garantie” du “mouvement gothique” 
italien (particuligrement avec le film Le 
Monstre au masque, par Anton Giulio Majano 
et L’Effroyable secret du docteur Hichcock de 


Freda), en caractérisant aussi le premier chef 
d'euyre de l'horreur espagnol, L'Horrible Dr 
Orlof, de Jess Franco. 
Dans le film de Ferroni émergent bien d'autres 
motifs typiques de la cinématographie italienne 
du fantastique, comme la nécrophilie (la fasci- 


ion morbide que Hans semble prouver pour 
Je comps sans vie d'Elfy), le sadisme (toutes les 
séquences it les jeunes filles, diment liées, 
sont soumises aux cruelles expériences du 
médecin fou), le vampirisme (le sang des autres 
comme |e seul moyen pour redonner Ia vie) et 


Scilla Gabe! as Talima in Michele Lupo’s Maciste, il gladiatore pil forte del mondo (1962). 
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une charge érotique sous-entendue, mais ce- 
pendant pas excessive (due au fait que la cen- 
sure interdisait les films de la terreur quoi qu'il 
en soit, sans les examiner avec beaucoup d’at- 
tention), A ce sujet, nous devons signaler une 
rapide séquence od le metteur en scéne réussit 
montrer fugitivement le sein nu de Dany 
Carrel-Liselotte, pendant qu’elle est en train 
etre sacrifiée lige & Ia table, Cette fi 


ee 
apparition est présente, malheureusement, seu- 


lement dans la version italienne, qui est aus 
plus compléte grace a un différent montage 


la 


général. 
Lensemble est plongé dans un décor trés raffi- 
dang les plus petits détails par Arrigo. 
Equini et exalté par la superbe photographie 
(qui joue avec les violents contrastes des cou- 
leurs) de Piet Ludovico Pavoni, grice 4 laquel- 
le ancien moulin est mis en évidence, avec Ia 


rotation lente de ses aubes, qui semblent don- 


7 LY S| 


«lo che pietritico le membra altrui, dovrd andare in putrefazione!» (Girolamo Segato). Dr. 
Wahi as the perverted heir of the Italian petrifiers of the XIX century, Segato and Gorini. 
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German publicity photo (left); curious Jap- 
anese poster (above) with Dany Carrel’s 
naked breast and Liana Orfei’s head! 


ner au film un rythme majestueux, mais aussi 
réveur, favorisé par les musiques veloutées de 
Carlo Innocenzi. 

Malgré certaines inévitables allusions a des 
films d’ épouvante précédents, comme les rela 
tions esthétiques avec les pellicules anglaises 
de Ja Hammer (la scéne de la taverne en est un 
classique exemple), et des citations inatten- 
dues, “volées” directement des oeuvres de 
Bufiuel (dans la maniére allusive de cadrer cer- 
tains objets qui prennent des significations 
ambigués), le metteur en scéne réussit, de toute 
fagon, a composer des images qui sont extraor- 
dinairement originales et inspirées d’une 
maniére lyrique avec des chromatismes pré- 


cieux et recherchés. I! faut seulement penser 
aux séquences des rencontres amoureuses entre 
Elfy et Hans, marquées par une sexualité per- 
verse et décadente, bien exaltée parles couleurs 
éclatantes qui remplissent les images (c'est 
impossible d'oublier les cheveux noir corbeau 
@’Elfy, sa robe rouge et le lit candide sur lequel 
elle s‘est lascivement étendue), Tres belle, en 
outre, la scéne finale od, en se déplagant dans 
une espéce de danse macabre, les mannequins 
du carillon fondent devant la chaleur du feu, en 
révélant les cadavres féminins  I'intéricur 

Curieusement, le film de Ferroni semble antici- 
per, & certains moments, une pellicule culte du 
gothique italien, La Maison aux jfenétres qui 
rient (La casa dalle finestre che ridono, 1976) 


de Pupi Avati, avee ses atmosphéres inquié- 
tantes et le moyen inédit et particulier d'utiliser 
le paysage (voir, a ce sujet, la séquence initiale 
de l'arrivée de Hans au moulin confrontée a 
celle de 'arrivée de Lino Capolicchio dans te 
chef-d’ ceuvre d’ Avati). 

Méme les acteurs secondent efficacement la 
mise en scéne que le directeur a preparé avec 
cette co-production italo-frangaise. De Pierre 
Brice, qui sera ensuite interpréte du curieux 
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Horror, necrophilia and sadism: Dany Carrel and Scilla Gabel in a sequence from the “cineromanzo’ version of the movie. 


sexy-horror Les Nuits des démons (La notte dei 
dannati, 1971) de Walter Maria Ratti, 21a sus- 
dite Scilla Gabel (parfaite dans ce role 
gothique), de Liana Orfei (souvent présente 
dans les films d’aventure de I"époque, ici dans 
le rle de la modéle et chanteuse en péril 
Annelore) Dany Carrel (employée, a la méme 
période, avec un autre excellent film de terreur, 
Les Mains d’Orlac Edmond T. Greville), jus- 
qu’a Wolfgang Preiss, un acteur qu’on avait 
déja vu dans Die tausend Augen des Dr 
Mabuse (1960), de Fritz Lang, ici bien utilisé 
dans le réle de V'ambigu Docteur Bohlem. 
Réalisateur de documentaires et metteur en 
scéne éclectique (du film comique Macario 
contro Zagomar a \a pellicule neoréaliste 
Tombolo, paradiso nero, des pepla Le baccanti 
et Ercole contro Moloch, aux westerns Un dol- 
Jaro bucato et Per pochi dollari ancora, ain-si 
que le mélo Carmen di Trastevere), Giorgio 
Ferroni, malgré l'excellent résultat réalisé, 


serait malheureusement revenu au genre horror 


seulement aprés de nombreuses années, En 
effet, seulement en 1972, il réalisa La Nuit des 
diables, une suggestive et personnelle adapta- 
tion d’un récit vampiresque 4’ Aleksej Tolstoj, 
La Famille du Wurdalak, qu’avait deja inspire 
Mario Bava pour un épisode de Les Trois 


visages de la peur / I tre volti della paura. 

Le Moulin des supplices /1l mulino delle donne 
di pietra reste done un parfait exemple de cette 
captivante et irremplagable maniére de conce- 
Voir le gothique qu’on avait en Italic pendant 
Jes années soixante. (AB) 


11 mulino delle donne di pietra / Le Moulin 
des supplices (ITA-FRA 1960) 

(Mill of the Stone Women| Horror of the Stone 
Women | Mill of the Stone Maidens | Drops of 
Blood | El mulino de las mujeres de piedra | 
Die Miihle der versteinerten Frauen) 

D/SC: Giorgio Ferroni; P: Vanguard / Faro / 
Explorer /C.E.C, (Gianpaolo Bigazzi, Lucien 


Vittet); S: based on J raeconti fiamminghi by 
Picter van Weigen (G. Ferroni, Remigio Del 
Grosso); Co-SC: Remigio Del Grosso, Ugo 
Liberatore, Giorgio Stegani; PH: Pier Ludovico 
Pavoni; M: Carlo Innocenzi; C: Pierre Brice 
(Hans Van Harnim), Scilla Gabel (Elfy Wahl), 
Wolfgang Preiss (Doctor Bohlem), Dany Carrel 
(Liselotie), Liana Orfei (Annelore), Marco 
Guglielmi (Raab), Herbert Boehme (Professor 
Gregorius Wahl), Olga Solbelli (Selma 
Alberto Archetti (Conrad); COL (Eastman 
color); 100 min, 

Notes: Filmed in Rome at the Cinecitta 
Studios. Make-up by Franco Palombi, Released 
in Paris at the “Midi-Minuit" and “Scarlett” 
theatres on September 1962. 

Cineromanzo versions: «Star-Ciné-Roman», 
no. 94, Roma-Paris, Bozzesi, novembre 1960; 
«Super Star - Cinetomanzo Gigante», no. 75, 
Roma, Bozzesi, dicembre 1960; »Star-Ciné 
Cosmos», no. 39, Romia-Paris, In.Gra.B.E., 
mars 1963. 
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Ti salverd pecola mia... INEM LETTING ACCANTOA ELEY GCE UN ULTRA MACHR AWE Anco. 
ware ancetg une Valro.. RELA CANTANTE, SEMISVENITA E IN PREGA A UN PORTE CHOC NERVOSO, E* 


SATA RAFYTA CA W CHE L'HA CLOROEORMIZZATA & TRASPORTATA Al KU. 


Tava vith 
ja ibe armies Fr 


Wheu sr 


NELORE HA UN APTING B LUCIE E ADRE GL) Oc=uL. AIGNESSIND ED. 
Tam shctsian ne PERaILE Gea Tal0 Chie oe ReRERATO 


ANVELORE VIENE MBAMGLIATA ELEGATA STRETTAMENTE AL LE7TINOW NON PO 
TAAN PE MUOVERS/ an LO SPE? TRO G1 ALLA MORTE ORFENOA CHE TAR POCOLN | ¥ 
GERM /RoH CA AGSIFACEHA, 


On these pages: Professor Wah|'s and Doctor Bohlem’s abominable experiments. Annelore’s life blood is transfused into Elfy's veins. 
Pages from the Italian “cineromanzo” version published in Super Star no. 75, December 1960. 
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TL DOO TORE initia NE BRACTTO Dt ANNELORE Lind LUNGO AGO, FRA 
Socte BECOMES EA TERRILL MAC AHBA POWERS Cc cie VeTde 1 ELEY 

5 Wo. SANGLE WEATO, SOSTITUENDOLO CON GUE £0 VIGOROSO E SAND 
DAN VELORE: 0 


Wyetes veNeoy 
Eiry ADoSHy 
AIOE EFI) DE. 
WALE Chie DALA 
MOR TE APEAREN= 
TE ALLA PANG 
Aer Glan 
ela sun 
S7ES&A ETA ie 
PE SACAYPICATA. 


LWABPARECCHY 0 St METTE IN IOTO, NEL WAS) VITRELAPEARE 1. SAVGUE ROSS0 D/L PROFESSORE E'VICINO ADELFY, SANDS Sta. SUD VOLTO / ERIM SEGHY C8 VITA 
ARNELORE CIE SENT EA POCO A POCO CLE RE LE LE POPLE ANEEA POCHISECOND ETUTTE I SUC SANGUE SARA NEITATO ANCOR FO: 
Cie Secon ED FES SaRn ANCGRA Via '? 


WORE paziONe B FERRET TAMENT= RIUSCITAL ELEY His APERTO SL] OCC, 
ESULLE CUFL/VIDE GABBA ATARI ON ACTER D1 SORRIED 


Fisia ecci/'s) 2ozsno Cov WomreRenrA SU AMNELORE Ci GACE ACCANTO 
Dei) MOS LA BEL d CAN THALTE NEN EOTE tial PS CMIERE KBD COND 
Dy ccc. Ie Geka ekity NOT TES) LENA OLTAEH. PRIME, SOLON. LIBEE CANT 
Bins CCU MOTHER, 


«Car si Le Moulin des supplices assimile & son profit un certain fantastique (musée de cire, “vampirisme”, pétrification, savant fou, cimetiéres...), 
il ne dédaigne pas l'apport des malsaines sécuctions: nécrophilie, fétichisme trés accentué (les bottines noires) et surtout un certain sadisme 
[...] esthétique» (Michel Caen, Midi-Minuit Fantastique no. 3, October-November 1962). 
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DANTE QUEST MACABRY PREPARATIV, FAA © HANS HANNO RAGGILNTS I MU (lei MOMENTS NV CU ATTRAVEESANO LA SALA) 2 NGRANGSIO DEL CABOLICO 
(NO & SOND RUSCIT/ a BENETRARE NELLA SALA Diet CARILLON mal PHIM TEED, ani Lan Sy Mr a MONIMEN TO BLEME AL CLEO BOND O'DRTAND, FE 
RMBOUEANED COFRONO Ik SUDNO DE) LORD ASS. 


ma rremendo tomar qu... ru Forsz 
Bo Diol capirio.. 


DUE GOVAN RESTANOMLT/ A GUARDARE LA SFLATA-AD UN TRATTO RAAB 


£0 ECCO CHE LE DONNE 2 PIRTRA RERCORRONO LENTE; IL LORO BREVE TAA- 
144 LAJ BALZO VEDENDO LA STATA Di LNA BELLA DONNA CA! LUNGH CAPELLI GITTO, SUL Vi50 Gi OGVLINA Cie UNESP Rs COME SELA 
ROSS E ALLE ANN] PROTESE, 


PES (ANE DOLGROZA, 
MANO BEL CORO CREAT ORE AYESSE PERIVATO L ESTMERIOAT TING DLA AOD= 


Cae et Rue csi es losis oat 


On these pages: Hans (Pierre Brice) and Raab (Marco Guglielmi) discover the macabre secret of the female statues in the mills carillon: the: 
are not sculptures, they are petrified corpses! Pages from the Italian “cineromanzo’ version. 


‘Avec une superbe grace technique et s'appuyant sur une photographie extrémement soignée, [...] seul Ferroni use de poésie: avec quelle 
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TERR EATO on aller 10 5PeT COC} Wie CORRE RI MECTANISMV ECONE AVE. E-FPROPRIO, DAVANTT LORD E LA STATUS DI ANECRE J CUELE S/AYVICI/A- 
(Aero PARE 4 CONRAD RIESCE A FERMARL| = ANCHE L'ORGANOTACE. FEE 200 FIER) OF BAURIA ED ORRORE 
STATUE RESTANG SUL PALCOSCENCO MOCAMENTE LLUNMUATE. 


LAlbtincs Feamara on: colleeaia Ha mirre ai ave Le sriTue SI BL Demss- 
PRETIA E CHE LATESTA Dy ANHELORE TROPPO FRAGILMEN TE 
Bears Re CORD & STACEASSE NETTAMENTE & ROT OLASSE A EEN 


(Prahiacto Rane LascAln Tesi Gus Forais SESANTEMENTEAL sUoLO— Died reordaria Hans..2 Sul Mipare os qualia part 
fe SOSDETTO CHE ANCHE LYSE SI TROV) MEL MUIR DIVIENE CERTEZ ZA, td bit, & Guaicess dir i alto. oR a terse frie oF Ficorse nul 
Wow Osa BrRie ANS. ae secadare kee p 


Dov aul =o erage son cjcordo. In ques ainor anil 
cuivedesh feorda pia rill, “eel 


force nous montre-til ces femmes au teint cireux, au visage sans vie, avec quelle poésie il réussit a donner une beaute trouble et sensuelle & 
ce spectacle si puissament macabre qu’est I'exhibition de ces femmes de pierre dans un carillon dont la vue fait frémir d'efiroi» (Stéphane 
Derderian, Cine-Zine-Zone no. 48, October-November 1990). 
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Above: Count Sergio Subotai (Guillermo Murray) and one of his victims; opposite: Subotai’s magnetic look and Leonora (Ema Martha Bauman). 


144 BIZARRE SINEMA! 


El mundo de (os Vampiros 
The Music of the Others 


eas de tumba saltando 
huesos, y trozos de cal, 
al impulso dei viento chocando 
improvisen orquesta infernal 


Antonio Plaza, La noche 


essico, 1960. Il vampiro Subotai & 
Tultimo discendente di uno stregone 
unghetese morto trecento anni prima 


per volere de} harone Elias Tasman. Alla testa 
di un csereito di esseri mostruosi, il conte 
Sergio Subotai ha per primo intento quello di 
eliminare la discendenza dell’antico nemico 
della sua stirpe: l'attuale barone e le sue nipoti 
Marta Leonora. Gli si oppone Rodolfo Saber, 
amico della famiglia Tasman. Rodolfo & un gio- 


vane studioso di occultismo ed un abile piani- 
sia interessato ai poteri magici delle onde sono- 
re. Anche il non-morto conosce bene la magia 
della musica, usandola per richiamare e sotto- 
mettere i suoi accoliti semi-umani € le belle 
vampire che lo eircondano, Leonora cade preda 
del fascino ipnotico del conte, che la vampiriz~ 
zie la rende sua schiava. Imprigionato il baro- 
ne e rapita Marta, Subotai sta per completare la 
sua yendetta negli immensi, labirintici sotterra- 
nei del suo tenebroso castello, 


La vendetta del vampiro (El mundo de los vam- 
piros) sappresenta I'unica collaborazione nel- 
V'ambito del fantastique tra due professionisti 
importamti per quanto conceme ta storia del 
cinema messicano: il poliedrico Abel Salazar 
(attore, sceneggiatore e produttore durante gli 
anni ‘40, “50 ¢ ‘60, nonché regista nel corso dei 
decenni ‘60-"80) ed il cineasta Alfonso Corona 
Blake. 

Da un lato, Abel Salazar era diventato popolare 


con j suoi rvoli di seduttore nel corso degli anni 
“40, in film di cui lui stesso era spesso il pro- 
duttore, quali Las cinco advertencias de 
Satanas (1945) di Julian Soler, adat ento di 
un’ opera teatrale umoristico-fantastica dell” au- 


tore spagnolo Enrique Jardiel Poncela, che in 
Spagna @ stata oggetto di altre due riduzioni, 
una precedente (1937) e una successiva (1969), 
Ben integrato nell"industria cinematogratica 
messicana, Salazar avrebbe impersonato pid 
tardi I"eroe dei due primi westem iberici (EI 


Coyote ¢ La justicia del Coyote), diretti back to 
back nel 1954 da Joaquin Romero Marcheat, in 
co-produzione ufficiosa con il Messico, e sce- 
neggiati da un giovanissimo Jesus Franco a 
partire dai popolari romanzi di José Mallorqui. 
‘A meta degli anni ‘50 Salazar ebbe I"idea di 
integrare il genere fantastico nella sua linea di 
produzione. Nacque cosi La stirpe dei vampiri 
(El vampiro, 1957), una splendida rivisitazione 
del mito vampiresco offerta ad un grande regi- 
sta nazionale, Fernando Mendez, in virtin del 
fatto che, poco prima, costui aveva_girato 
un’altra magnifica pellicola del genere, Ladri 
di cadaveri (Ladron de cadaveres, 1957), pro- 
dota dalla Internacional Cinematografica. 
Interpretato dallo stesso Salazar, nei panni del- 
Veroc, ¢ da un attore di origine spagnola, 
German Robles, nelle vesti del conte-vampiro 
Layud/Duval, El vampiro, come conseguenza 


del suo grande sucesso critico-commerciale, 
dette origine ad un immediato sequel, La bara 
del vampiro (El ataud del vampiro,1958), con 
gli stessi protagonisti ¢ regista, Anche se la 
risposta della stampa e del pubblico fu pitt fred- 
da, essendo oggettivamente il seguito inferiore 
all'originale, i due film precedettero la rinasci- 
ta del tema del yampiro rappresentata dalle 
superbe produzioni a colori della casa britanni- 
ca Hammer Film, generando cosi una sorta di 
filone. In quest’ambito, lo stesso Salazar, 
comera da aspettarsi, fu il promotore di ulte- 
riori pellicole, le pitt famose delle quali sono le 
due dirette da Chano Urueta, El espejo de la 
bruja (1960) El baron del terror (1961), IL 
prezzo del demonio (El hombre y el monstruo, 
1958) di Rafael Baledon e, ovviamente, El 
mundo de los vampiros, 

Da parte sua, Alfonso Corona Blake era un 
regista che aveva raggiunto un certo prestigio a 
meta degli anni ‘50 con pellicole drammatiche, 
quali El camino de la vida (1956) e, soprattut 
to, La torre de marfil (1957), dove si pud rico- 
noscere, in un ruolo secondario, 'americano 
Jack Taylor, che a quei tempi viveva il suo 
period messicano con lo pseudonimo di Grek 
Martin, un attore conosciute principalmente 
per i personaggi ‘regalati’ a Jesus Franco, Suc- 
cessivamente, Corona Blake si apri al genere 
fanta-orrorifico con La mujer y la bestia 
(1958), una versione al femminile del Dr. 
Jekyll/Mr. Hyde, l'immortale personaggio 
“doppio” creato da Robert Louis Stevenson. 
Due anni pid tardi, Corona Blake si sarebbe 
accordato con Salazar per realizzare La vendet- 
ta del vampiro, seconda incursione nel genere 
del regista, che ne avrebbe effettuate soltanto 
un altro pain, Santo vs. las mujeres vampiro 
(1962) e Santo en el museo de cera (1963), noti 
in Italia rispettivamente con i titoli di Argos 
alla riscossa e Argos contro le seite maschere 
di cera. Questi due film risultano, non a caso, i 
migliori episodi della serie avente per protago- 
nista il leggendario lottatore Santo, “uomo 
con la maschera d’argento”, che si dipand dal 
1952 al 1982, sfiorando l'incredibile quota del- 
Ie cinquanta avventure, Ricordiamo infine che 
Corona Blake ayeva direto, sul finire degli 
anni ‘50, due melodrammi tipici del periodo, il 
sensuale Cabaret tragico (1958), con le dive 


CULTISH SHOCKING HORRORS 145 


MAURICIO ERNA MARTHA 


GARLES- BAUMAN - FOURNIER 


Original Mexican poster (1981). 


nazionali Columba Dominguez ¢ Kitty de 
Hoyos, e lo scabroso Sete d’amore (Sed de 


amor, 1959), un film contraddistinto daw 
passionaliti torbida e violenta, interpretato 
dalla maggiorata italiana Silvana Pampanini e 
dalle star messicane Pedro Armendariz. © A\ 
Luisa Peluffo. 

Come si pud immaginare, La vendetta del vam 
piro tiunisce le caratteristiche principali del- 
Vapproccio al fantastique di questi due profes 
sionisti tanto contrapposti tra loro. 

Per quanto concerne il produttore Salazar, tro- 


viamo il suo proverbiale rigore, spinto fino alla 
solennita, nel trattare l'argomento. In particola- 
re, il gusto per il gotico (il personaggio del 


vampiro, una scenografia accurata, l’atmosfera 
tipica, le belle eroine in pericolo), 'eredita di 
certe caratteristiche delle produzioni americane 


targate Universal (il vampiro identificato con il 
pipistrello, un servo mostruoso stile Igor, e via 
dicendo) e, in maniera singolare e sorprenden- 
te, I'applicazione di clementi esoterici (il vam- 
piro dorme in una bara istoriata con allegorie 
occultistiche, fa riferimento alla “cifra cabali- 
stica” e si proclama suecessore di un negro- 
mante che «conosceva il segreto degli alchimi- 
sti e poteva leggere il linguaggio delle stelle»). 
Venendo ai meriti del cineasta Corona Blak 
percepisce la sua predilezione per i piani lunghi 
¢ le panoramiche eleganti, l’attenzione per le 
inguadrature, il ritmo lento, certi moduli det 
linguaggio filmico e il contrasto tra gli ambien- 
ti, Quest’ultimo ben si evidenzia nell’ antitesi 
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yl 


Froronmanzi Oct BRivino 
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= VAMPIRQ 


Italian “cineromanzo” cover of El mundo de los vampiros. 


fra Io spaventoso, sotterranco “mondo de 
piri one dei Tasman, dove i 
rappresentanti dell’alta societa messicana cele- 
brano la festa alla quale @ invitato l'antagonista 
del vampiro. 

Indubbiamente, |'importanza della Vendetta del 


am 


jussuosa n 


vampiro non® tutta qui, in questa fortunata sin- 
tesi dei contributi apportati da un produttore ¢ 
da un regista dalle personalita ben definite. 

E’ doversoso sottolineare come Corona Blake 
applichi, sia esplicitamente che indiretamente, 
le leggi aristoteliche delle unit di spazio, 
tempo e azione, Cosi facendo stabilisce, 
porto alla prima legge, due habitat peculiar, la 
dimora del vampiro e labitazione della fami- 
glia Tasman; in base alla seconda legge, con- 
centra l’attenzione su du 


notti, con una brevis- 


fata dal giorno che le 
a legge, offre 
la lotta in 
vversari che si 


sima parentesi rappresen 
divide: e in osservanza della 
una storia perfettamente realistica 
Messico tra i successori di due a 


a trecento anni 


crano affrontati in’ Ungher 
prima. 

‘Aldi la di questa decisione formale poco pecu- 
liare, e quindi trascurabile, La vendetta del 
vampiro apportd al genere un’idea ineguaglia- 
bile com’ quella di concepire drammatica- 
mente i possibili effetti magici della musica, 
convertendosi questa in un purissimo catalizza~ 
tore di certi istinti e di certe capacita che tr 
licano la realta terrena. In base a questa conce- 
zione, la rivalita degli antagonisti, l'occultista € 
il vampiro, oltre che personale e ideologiva, & 


musicale, ¢ le abilita onganistiche di entrambi 
determinano i momenti topici della trama 

Senza dubbio, La vendetta del vampiro rappre- 
senta un’opera insolita. Lo stesso personaggio 
del vampiro mostra delle peculiarita particolari 
rispetto a quelle dei suci consimili di celluloi 


de: conta su un es 


ito di mostruosi adepti e su 
un harem di bellissime discepole, a lui sotto- 
messe; organizza cerimonie private che hanno 
luiti i crismi di un culto sacrilego alieno alla 
societi borghese. da cui si evince la concezione 
del vampirismo come setta; nutre spettacolari 
propositi tanto elitari quanto apocalittici («an- 
nienteremo gli esseri umani e origineremo la 
nuova specie degli eletti»); rivela che la sua 
natura anomala implica un‘alterazione della 
normalité dei sensi 
sacrifici di sangue allo “spirito delle tenebre”, 
con vittime innocenti scelte a caso; 


sessualita esclusa; offre 


sa essere 
crudele eppure poetico («niente pud fermarti, 
né lo spazio, né le ombre»); fa in modo che le 
vittime maschili siano soggette a manifestazio- 


ni di licantropia, in una fusione di pitt miti che 
@ presente anche, saltuariamente, nel gia citato 
Santo vs. las mujeres vampiro; e, straordinaria 
trovata finale, suscita una tale passione in una 
delle due eroine che, dopo essere stata curata 
dal suo stato di vampira dall’eroe, preferisce 
morire gettandosi nel pozzo irto di pali dov’e 
morto poco prima Io stesso Subotai. Pozzo il 
cui significato di violenza rimanda al peplum 
italiano della fine degli anni Cinguanta € dei 
primi Sessania, 


Original Italian “locandina". 


Allo stesso modo, si possono apprezzare cont 
nue invenzioni di ogni tipo che vanno ad arric- 
chire lo syolgimento della tama, Qualche 
esempio: il pipistrello con il volto di una delle 
protagoniste, come nel finale dell’ Esperimento 
del dottor K (The Fly, \958) di Kurt Neumann; 
V'organo suonato dal vampiro fatto di ossa e 
teschi umani; le vampire che atrayersano in 
silenzio ragnatele millensrie; ¢, in particolar 
modo, la connotazione dantesca e terribile della 
cayerna dove vivono Subotai e i suoi accoliti 
(di fronte ad una porta gli eroi si chiedono: « 
un’uscita:.. oppure un'entrata?»). 1] tutto nel 
contesto di una narrazione allo stesso tempo 
misurata ¢ sopra le righe, dove tutti gli accadi- 
menti racchiudono un carattere di incubo. 

In conclusion, La vendetta del vampiro risulta 
una pellicola estremamente creativa e indimen- 
ticabile soto wui i punti di vista. Certo, non 
di alcuni insa- 


raggiunge l'eccellenza per colps 
nabili handicap di base, in special modo la 
pochezza del budget ¢ la mediocrita del cast, 
poiché Vargentino Guillermo Murray, qui al 
suo debutto nel cinema messicano, fa rimpian- 
gere il German Robles dei film di Fernando 
Mendez, menire l’eroe, Mauricio Garcés, & un 
interprete dai grandi limiti come lo stesso Abel 
Salazar, qui stranamente assente come attore 
Ciononostante, questi difetti diventano elemen- 
ti fondamentali del film come tutti gli altri, 
senza nuocere apito 
degli aspetti positivi gia evidenziati, come soli- 
tamente awviene, su scala mondiale, per la 
migliore serie B. 

Girato nell’estate del 1960 (le riprese degli 
interni furono effettuate negli Studi Churu- 


Iinsieme o andare a s 


Count Subotai, the vampire, and Martha (Silvia Fournier), Leonora’s sister. 


busco Azteca) e proiettato per la prima volta a 
Citta del Messico, al cinema Mariscala, il 2 
novembre 1961, 61 mundo de los vampiroy ha 


il suo posto incontestabile nella storia del cine- 
ma horror, In quanto rappresenta una pellicola 


di per sé originale e rivela alla perfezione la 
natura intima dell’eta d’oro del fantastique 


messicano; ovvero la simbiosi ingenua, ma non 


per questo meno ricca di significato, tra sensi- 
bilita superstiziosa e ordinaria morbosita. (CA) 


Guillermo Murray as the hypnotic, aristocratic vampire Subotai 
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SANTO EL ENMASCARADO DE PLATA 


LOREWAVELAZQUEZ JAIME FERNANDEZ MARIA DUVAL 
AUGUSTO BENEDICO 
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Rapp AMER in MAIER FIERO 
ens FRAO CALIMA OAR A BROOS 


aa IIE ALI 
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Mexican posters for two horror movies directed by Alfonso Corona Blake: La mujer y la bestia (1958) and Santo vs. las mujeres vampiro (1962). 


exico, 1960, The vampire Subotai is 
the last descendant of a Hungarian 
sorcerer executed 300 years before by 


order of the Baron Elias Tasman. Leading an 
army of monstrous beings, Count Sergio 
Subotai’s main purpose is that of eliminating 


the heirs of the ancient enemy of his race: the 
present baron and his nieces Marta and 
Leonora, He has an opponent in Rodolfo Saber, 
a family friend of the nobleman. Rodolfo is a 
young scholar of the occult as well as a skilled 
pianist interested in the magic powers of the 
sound waves. But the undead knows the magic 
of music too, using it to summon and dominate 
his sub-human acolytes and the beautiful 
female vampires that surround him. Leonora 
falls prey to the hypnotic spell of the count, 
who turns her into a vampire and makes her his, 
slave. After haying imprisoned the baron, 
Subotai kidnaps Marta and is about to complete 
his vengeance in the huge, labyrinthine dun- 
geons of his dark castle. 


World of the Vampires (El Mundo de los 
Vampiros) represents the only co-operation, 
within the limits of fantastique, between two 
professionals who are very important figures as 
regards the history of Mexican cinema: the ver- 
tile Abel Salazar (actor, screenwriter and pro- 
ducer during the “40s, ‘50s and ‘60s, as well as 
a director from the *60s to the “80s) and the cin- 
ematographer Alfonso Corona Blake 

On the one hand, Abel Salazar had become 
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popular during the ‘40s thanks to his “Latin 
lover” roles in several movies which he would 
often produce himself, such as Lay Cinco Ad- 
vertencias de Satanas (1945), by Julian Soler, 
the adaptation of a humorous-fantastic theatri- 
cal work by the Spanish author Enrique Jardel 
Poncela, which, in Spain, has been the object of 
two further adaptations, a previous one, in 
1937, and a later one, in 1969. A main driving 
force in the landscape of the Mexican movie 
industry, Salazar would later impersonate the 
hero of the first two Iberian westerns (EI 
ote and La Justicia del Coyote), directed 
back to back, in 1954, by Joaquin Romero 
Marchent, as a semi-official co-production with 
Mexico, featuring a screenplay writen by a 
very young Jesus Franco, adapting the popular 
novels by José Mallorqui. By the mid- 
Salazar had the idea of starting to produce fan- 
tasy movies as well. Thus El Vampiro (1957) 
was born, a wonderful reproposal of the vam- 
piric myth offered by a great national director, 
Femando Mendez, in virtue of the fact that the 
latter, a short time before, had authored anoth- 
er magnificent gente movie, Ladron de 
Cadayeres (1957), produced by Internacional 
Cinematografica. Starring Salazar himself, as 
the film's hero, and an actor of Spanish origin, 
German Robles, as the count/vampire Lavud/ 
Duval, El Vampiro, following his enormous 
commercial success, coupled with the praises 
of many critics, originated immediately a 
sequel, El Ataud del Vampiro (1958), featuring 


the same leading actors and director. This time, 
the response of the public and the critics was 
less than enthusiastic, since this second out- 
ing’s overall quality was effectively inferior to 
that of its predecessor, however, these two 
movies payed the way for the rebirth of the 
vampire sub-genre, represented by the superb 
color productions of the British house Hammer 
Film, thus generating a new “trend” of sorts. In 
this context, Salazar himself, not surprisingly 
so, was the promoter of several other movies, 


the most famous among which being the two 
directed by Chano Urueta, El Espejo de la 
Bruja (1960) and El Baron del Terror (1961), 
El Hombre y el Monstruo (1958), by Rafael 
Baledon and, obviously, E! Mundo de tos 
Vampiros. 

Forhis part, Alfonso Corona Blake was a direc- 
tor who had acquired a prestige of sorts by the 
mi¢-fifties with such drama features as El 
Camino de la Vida (1956) and, above all, La 
Torre de Marfil (1957), where we can admire, 
in a bit-role, the American Jack Taylor, who, at 
the time, was experiencing his “Mexican 
phase”, under the assumed name of Grek 
Martin, an actor known mainly for the char 
ters he played for Jesus Franco. Afterwards, 
Corona Blake self to the fantasy-hor- 
ror genre with La Mujer y la Bestia (1958), a 
female version of sorts of Dr. Jekyll/Mr. Hyde, 
the immortal “double” character created by 
Robert Louis Stevenson. Two years later, 
Corona Blake was to si; 


nan agreement with 


Salazar in order to direct World of the 
Vampires, the second excursion into the genre 
of an author who, afterwards, was to helm just 
another two horror-fantasy-related outings. 
Santo vs. las Mujeres Vampiro (1962) and 
Santo en el Museo de Cera (1963). It’s no sur- 
prise that these two movies are certainly the 
best episodes of the saga featuring the leg- 


endary wrestler Santo, “the man with the 
mask”, which was produced from 1952 to 
1982, for a total of (incredibly so!) almost fifty 
adventures, Lastly, we'd also like to mention 
Blake had directed, by the end of 
+50s, two melodramas typical of that 
the sensual Cabaret Tragico (1958), featuring 
the national film stars Columba Dominguez 
and Kitty de Hoyos, and the scabrous Sed de 
Amor (1959), a film marked by a troubled and 
Violent passionateness, starring the buxomy 
Italian actress Silvana Pampanini as well as the 
Mexican celebrities Pedro Armendariz and Ai 
Luisa Peluffo. 

As you can imagine, 


that Coron 


the 


ra 


World of the Vampires 
mixes up the main distinctive features of these 
two professionals’ different approaches to fan 
tastique. As regards to producer Salazar, we can 
find his proverbial rigour, pushed to the edge of 
solemnity, in facing the argument. Particularly. 
his taste for all-things gothic (the character of 


the vampire, an accurate scenography, the typi- 
cal atmosphere of horror movies, the beautiful 
heroines in distress), the influence of certain 
American productions, especially those pro- 
duced by Universal (the vampire identified 
with the bat, a monstruous [gor-styled servant 


and so on) and, in a rather singular and surpri- 
sing manner, the introduction of several eso- 
teric elements (the vampire sleeps in a coffin 
adorned with figures representing magic alle- 
gories, he mentions the “cabalistic ciphers” and 
defines himself as the successor of a necroman- 
cer who «knew the secret of the alchemists and 
‘was able to interpret the language of the stars»). 
As for the merits of the cinematographer 


Leonora answers to Subotai’s telepathic call 
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Italian “fotobusta” featuring Rodolfo Saber (Mauricio Garces) and a vampiric ritual. 


Corona Blake, we can notice his fondness for 
long shots, as well as the elegant wide angles. 
his attention for close-ups, the typical slow- 
pacing of his works, certain forms of movie 
language and the contrast among the different 
locations. The lat 


is well evidenced by the 
antithesis between the frightening, under- 
ground “world of the vampires” and the 
Tasmans’ sumptuous abode where the repre- 
sentatives of the Mexican high society celebra- 
te the party to which the antagonist of the vam- 


pire has been invited 

Undoubtedly, the importance of World of the 
Vampires doesn't end here, in this successful 
synthesis of the contributions brought along by 
a producer and a director with two well-defined 
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personalities. It is fair to point out how Corona 
Blake could apply, both explicitly and indirect- 
ly, the Aristotelian laws of the units of space, 
time and action. Thus establishing, in relation 
1o the first lay, two peculiar habitats, the vam- 
pire’s abode and the house of the Tasman fam- 


ily; in relation to the second law, he concen- 
traies his attention on two particular nights, 
with a very short interlude represented by the 
Which separates them; and, in conformity 
with the third Iaw, he produces an extremely 
realistic story, the clash, in Mexico, between 
the successors of two rivals who had fought 
each other in Hungary 300 years before. 

Beyond this personal and quite unpeculiar, 
jectable, decision, World of the 


therefore ne; 


Vampires enriched the genre with the unequa- 
lied idea of dramatically conceiving the possi- 
ble effects of magic on music, which is con- 
verted into an utterly pure catalyst of certain 
instincts and abilities that go beyond our cart 
ly reality, According to this conception, the 


rivality the two opponents — one a scholar on 
the occult, the other a vampire — share, isn’t 
simply a personal and ideological one, it is also 
musical, and the first-rate skills of both with an 
ts of the 
plot. Undoubtedly, World of the Vampires rep- 
resents an unusual piece of work. The character 
of the vampire himself shows several original 
peculiarities, unlike those exhibited by his cel- 


organ determine the topical mom: 


luloid colleagues: he relics on an army of mon- 
struous initiates, as well as a veritable harem 
full of extremely beautiful female disciples, 
whom he has subdued; he organizes several 
private ceremonies which have all the dubious 
qualities of a sacrilegious cult alien to the 
moral of our middle-class-based society, from 
which one can deduce the conception of vam- 
pirism as a veritable religious sect; he harbors a 
series of spectacular intents which are as sec- 
tarian as they are apocalyptical («we shall anni- 
hilate the human race giving birth to a new 


breed of chosen ones»); he reveals that his 
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anomalous nature implies an alteration of the 
senses, with the exception of sexuality; he sac- 
rifices victims to the “spirit of darkness”, with 
innocents chosen at random; he can be cruel 
and poetic at the same time («nothing can stop 


you, neither space nor the shadows»); he sees 
to that his male victims are subjected to mani- 
festation of lycanthropy, in # fusion of several 
myths which can also be found, however more 
irregularly, in Sumo vs. las Mujeres Vampira 
and, in an extraordinary final invention, he can 
ultimately be so fascinating that one of the two 
heroines is so taken up by the passion she feels 
for him that, after haying been “cured” from 
her condition as a vampire by the hero, she 
prefers to take her own life by jumping into a 
pit full of lethal spikes where Subotai himself 
has just met his doom, a pit which signifies vio- 
lence, a violence that resembles the one typical 
of the Italian sword-and-sandal movies of the 
*50s and carly *60s. 

In the same manner, we ca 


also appreciate a 
continuos succession of inventions which con- 
tribute to enrich the pacing of the plot. A few 
examples of this are: the bat with the face of 
one of the female leading characters, a gim- 
mick similar to that used in the final sequence 
of The Fly (1958), by Kurt Neumann; the organ 
the vampire uses to play, which is made of 
human skulls and bones; the female vampires 
walking silently through age-old cobwebs; and, 
particularly, the terrible, Dantesque connota- 
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tion of the cave Subotai and his acolytes live in 
(in front of a door, the heroes ask themselves: 
«ds this the exit... or the entrance»). All these 
elements are the integral part of the context of 
a narrative at the same time measured and “big- 
ger than life”, where all the h transpires 
implies a nightmarish nature, 

Lastly, World of the Vampires, tus out to be an 
extremely creative and unforgettable film, in all 
of its aspects. Naturally, it doesn’t reach the 


rank of first-rate work due to several irremedi. 

able flaws, especially the extremely low budget 
and the mediocrity of the cast, since the 
Argentine Guillermo Murray, here on his debut 
in Mexican movies, doesn’t compare 
favourably with, to make a simple example, 
someone like German Robles, an actor mostly 
featured in Femando Mendez’s movies, while 
the hero of the piece, Mauricio Garces, is an 
extremely limited interpreter, as is Abel Salazar 
himself, here strangely absent as an actor. 
Despite all this, these flaws become a funda- 
mental element of the movie itself, much like 
its positive aspects, without ruining the overall 
impact, an important peculiarity characterizing 
the best examples of “B-movies” 

Filmed during the summer of 1960 (the interior 
shots took place in the Churubusco Azteca 
Studios) and premiered in Mexico City’s 
Mariscaa movie hall, on 2nd November 1951, 
World of the Vampires truly deserves the place 
it holds in the history of horror cinema. It 


Carry on monsters. Original posters for two Mexican horror master- 
pieces directed by Fernando Mendez, Ladron de cadaveres (1957) 
and El vampiro (1957). 


resents an original example of the nature itself 
of Mexican fantastique, that is, the naive, yet 
meaningful, symbiosis between a superstitious 


sensibility and an ordinary morbidity, (CA) 


exique, 1960. Le vampire Subotai est 
le dernier descendant d’un_sorcier 
hongrois tué trois cent ans avant sur 
ordre du baron Elias Tasman. A la tte d°une 


armée d’éires_monstrueux, Ie comte Sergio 
Subotai a comme premiére intention celle d’éli- 
miner les héritiers de I'ancien ennemi de sa 
race: V'actuel baron et ses nigces Marta et 
Leonora. Celui qui s‘oppose a son plan est 
Rodolfo Saber, ami de famille du noble. 
Rodolfo est un jeune spécialiste en occultisme 
ainsi qu'un habile pianiste, interessé aux pou- 
voirs magiques des ondes sonores. Mais le non- 
mort connait aussi bien la magie de la musique, 
en [utilisant pour rassembler ses acolytes 
semi-humains et les belles femmes-vampires 
dont il s‘entoure, Leonora s'abandonne au 
charme hypnotique du comte, qui la vampirise 
et la fait son esclaye. Aprés avoir emprisonné le 
baron et ayoir kidnappé Marta, Subotai est en 
train de compléter sa vengeance dans les 
immenses labyrinthes souterrains de son téné- 
breux chiiteau, 


El mundo de los vampiros (Le monde des vam- 
pires) représente 1a seule collaboration, dans le 


Two different examples of Mexican vampires: Count Lavud (German Robles) and Eloisa (Carmen Montejo) in El vampiro (left) and Count 


Subotai (Guillermo Murray) playing his magic sounding organ in El mundo de las vampiros (right), 


milieu du fantastique, entre deux profession- 
nels importants en ce qui concerne l'histoire du 
cinéma mexicain: le polyvalent Abel Salazar 
(acteur, scénariste et producteur pendant les 
années 40, 50 ct 60, ainsi que metteur en scéne 
dans le courant des décennies 60-80) et le 
cinéaste Alfonso Corona Blake 

D’un cété, Abel Salazar était devenu célébre 
avec ses roles de séducteur pendant les années 
40, dans de: 
ducteur, 


films dont il était souvent le pro- 


mme Las cinco advertencias de 
Satanas (1945), par Julian Soler, adaptation 
dune ceuyre théitrale humoristique-fantastique 
par l'auteur espagnol Enrique Jardel Poncela, 
qui a é€ l'objet, en Espagne, de deux autres 
adaptations, l'une en 1937, Tautre en 1969. 
Bien integré dans l'industrie cinématogra- 
phique mexicaine, Salazar aurait interpreté, 
plus tard, I’héros des deux premiers westerns 
ideriques (i Coyote et La justicia del Coyote), 
dirigés back to back en 1954 par Joaquin 
Romero Marchent, co-produits officieusement 
avec le Mexique et adaptés a I’écran, & partir 
des romans populaires de José Mallorqui, par 
tun trés jeune Jesus Franco, Vers le milieu des 
années 50, Salazar eut l'idée d’intégrer le genre 
fantastique dans sa ligne de production, Ainsi 
naquit Les Proies du vampire (El vampiro, 
1957), une merveilleuse revisitation du mythe 
des vampires offerte 2 un grand metteur en 
ne national, Fernando Mendez, en vertu du 
fait qu’il venait de diriger une autre magnifique 


pellicule du genre, Le Monstre sans visage 
(Ladron de cadaveres, 1957), produite par 
Internacional Cinematografica. Interprété par 
Salazar lui-méme, dans le role du héros, et par 
un acteur d'origine espagnole, German Robles, 


dans le role du comte-vampire Lavud/Daval, 
Les Proies du vampire, 4 \a suite de son grand 
suec’s de critique et de public, donna immédia- 
tement origine a un second film, £/ ataud del 
vampiro (1958), avec les mémes protagor 
et metteur en scéne. Bien que la réponse de la 
presse et du public fat plus froide, étant donné 
la suite objectivement inférieure 4 l'original, 
les deux films précéderent la renaissance du 
sujet des vampires representée par les superbes 
productions en couleur de 1a maison bri 
nique Hammer, en produisant ainsi une espece 
de filon, Dans ce contexte-la, Salazar Iui- 
méme, comme l'on pouvail s*y attendre, fut le 
promoteur de plusieurs autres pellicules, les 
plus célébres parmi lesquelles sont les deux di 
rigées par Chano Umeta, El espejo de la bruja 
(1960) et El baron del terror (1961), El hombre 
y el monstruo (1958), par Rafael Baledon et, 
naturellement, £/ mundo de los vampiros 

Pour sa part, Alfonso Corona Blake était un 


stes 


an- 


mettenr en sc8ne qui avait gagné un certain 
prestige au milieu des années 50 avec des pel- 
licules dramatiques comme El camino de la 
vida (1956) et, notamment, La torre de marfil 


(1957), 08 on peut reconnaitre, dans un réle 
effacé, I'américain Jack Taylor, qui, a ce 
moment-li, était en train de vivre sa période 
mexicaine, avec le pseudonyme de Grek 
Martin, un acteur connu principalement pour 
les personages “donnés” a Jesus Fi 
suite, Corona Blake s‘ouvrit au fanta: 
avec La mujer y la bestia (1958), une version 
au féminin du Docteur Jekyll/Mister Hyde, 
Vimmortel personnage “double” erée par 
Robert Louis Stevenson. Deux années plus 
tard, Corona Blake se serait accordé avec 
Salazar pour réaliser El mundo de los vampiros, 
deuxidme incursion du metteur en scéne dans le 
genre, qui en aurait realisé seulement une autre 
paire, Santo vs. las mujeres vampiro (1962) et 
Santo en el museo de cera (1963), Ces deux 
films résultent, de toute fagon, les meilleurs 
Episodes de la série ayant comme protagoniste 
le légendaire catcheur Santo, “l'homme ay 
miasque d'argent”, qui se déroula depuis 1952 
jusqu’a 1982, en frisant le nombre incroyable 
de cinquante ayentures. [1 faut aussi mention- 
ner que Corona Blake ayait aussi dirigé, & la fin 
des années 50, deux mélos typiques de celle 
Epoque-Ia, le sensuel Cabaret des filles perdues 
(Cabaret tragico, 1958), avec les vedettes 
nationales Columba Dominguez et Kitty de 
Hoyos, et le scabreux Sed de amor (1950), un 
film qui se distingue par une passion troublée et 
violente, interpreté par la pulpeuse italienne 


Silvana Pampanini et les stars mexicaines 
Pedro Armendariz. et Ana Luisa Pelutfo. 

Comme on peut l'imaginer, El mundo de los 
vampiros réunit les caractéristiques principales 
de l'approche au fantastique de ces deux pro- 
fessionnels si opposés entre eux. En ce qui 
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L'ORA FATALE DEL RISVEGLIO SCOCCO' PUNTUA- 
LE. VI FU UNO STRIDORE CHE LE PARET! DI ROC- 
CIA RIPETERONO ALL‘INFINITO. DECINE DI CO- 
PERCHI DI BARE SI APRIRONO INSIENE, 


LEONORA FACEVA DA GUIDA IN QUEL LABIRINTO 
CHE ANDAVA ANIMANDOSI DI OMBRE. 


The undead Leonora comes out of her coffin in the dungeons of Subotai’s castle. From the Italian “cineromanzo” version of the movie. 


conceme Ie producteur Salazar, on peut y trou- 
ver sa proverbiale rigueur, poussée jusqu’a la 
solemnité, quant il va traiter le sujet. En parti- 
culier, son goiit pour le gothique (le personna~ 
ge du vampire, une scénographie soignée, I’at- 
mosphére du genre, les belle héroines en péril), 
Phéritage de certaines caractéristiques des pro- 
ductions américaines Universal (Ie vampire 
identifié avec la chauve-souris, un serviteur 
monstrueux a la Igor, et ainsi de suite) et, d’une 
maniére singuliére et surprenante, l’application 
d’ééments ésotériques (le vampire dort dans 
un cercueil historié avec des allégories de I’c 
culte, il se rapporte au “chiffre cabalistique” et 
se proclame le successeur dun sorcier que 
«connuiissait le secret des alchimistes et pow 


interpréter le langage des étoiles»), 

En fonction des mérites du cinéaste Coro! 
Blake, on pergoit sa prédilection pour les p! 
longs et les panoramiques élégantes, I'atten- 
tion pour les cadrages, le rythme lent, certains 
modules du langage filmique et le contraste 
entre les différents milieu. Ce demier aspect est 


q 
Jans 


bien mis en évidence par la contraposition entre 
V'épouvantable “monde des vampires” et la 
luxueuse villa du baron Tasman ou les répre- 
seniants de la high society mexicaine célebrent 


te & laquelle l'antagoniste du vampire a &é 
invite, 

Sans doute, l'importance de El mundo de los 
Vampiros ne s'épuise pas ici, dans cette effica- 
ce synthése des contributions apportées par un 


a 
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An Italian “fotobusta” featuring Count Subotai (middle) and his magic, macabre organ. 
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producieur et un metieur en seéne avec deux 
personnalités bien définies. I faut surtout sou- 
ligner comme Corona Blake applique, aussi 
explicitement qu’indirectement, les lois aristo- 
{éliques des unités d”action spatio-temporelles. 
Faisant ainsi il établit, par rapport & la premie 
re loi, deux habitats particuliers, la demeure du 
vampire et habitation de la famille Tasman; 
daprés la deuxidme loi, il concentre son atten- 
tion sur deux nuits, avee une trés bréve paren- 


thése representée par le jour qui les sépare; et 
dans I’ obéissance & la troisiéme loi, il offre une 
histoire parfaitement réaliste, 1a lutte au 
Mexique entre les descendants de deux adver- 
saires qui s*étaient affrontés en Hongrie trois 
cent ans avant. Au dela de cette décision for- 
melle et peu particuligre, et done négligeable, 


El mundo de los vampiros apporte au genre une 
idée sans égale comme celle de concevoir dra- 
matiquement les possibles effets magiques de 
la musique, car celle-ci est convertie dans un 
tres pur cataliseur de certains instincts et de 
certaines capacités que franchissent la réalité 


terrienne, D’aprés cetie conception, la rivalité 
des antagonistes, de l'occultiste et du vampire, 
outre que personnelle et idéologique, est aussi 
musicale, et les habiletés de l'un et de lau 


avec orgue, déterminent les moments les plus 
topiques du canevas 

Sans doute, E/ mundo de los vampiros repré- 
sente une ceuyre insolite. Le personnage du 
vampire lui-méme, montre des particularités 
singuligres en comparaison & celles de ses col- 


légues de celluloid: il compte sur une armée 
d’acolytes monstrueux et sur un veritable 
harem de trés belles disciples, qu'il a soumis; il 
organise des cérémonies privées sous le sceau 
dun culte sacrilége étranger & la société bour- 


geoise, dont on évince la conception du vampi- 
risme comme une espace de secte; il vise & des 
objectifs: qui sont autant d’élite que de destruc- 
tion («nous anéantirons les étres humains et 
nous donneront origine 4 une nouyelle espece 
ure anormale 


d’élusm); il révéle que sa 


German Robles (as Lavud) and Ariadna 
Welter (as Marta) in E/ vampiro (above); 
Guillermo Murray as Count Subotai (right). 


implique une altération de la normalité des 
sens, sexualité exclue; il offre des sacrifices de 


sang A “esprit des ténébres”, avee des vi 


times innocentes choisies au petit bonheur; il 
it étre cruel mais en méme temps il peut 
devenir aussi poétique («rien ne peut tarréter, 
ni Fespace, ni les ombres»); il s‘arrange pour 
que ses Vietimes masculines soient assujetties & 
des manifestations de lycanthropie, dans une 
fusion de plusieurs mythes, comme on peut le 
retrouver aussi chez Santo vs. las mujeres vam- 
piro; et, avec un extraordinaire expédient final, 
il suscite une telle passion dans une des deux 


héroines que, aprés avoir été guérie de son 
vampirisme par le héros, elle préfére mourir en 
se jetant dans le puits herissé de piquets mortels 
oli Subotai lui-méme a perdu la vie, un puits 
dont la signification de violence renyoye au 
péplum italien de la fi 
début des années 60) 
De cette fagon, on peut apprécier plusieurs 
inventions de tous les genres, que vont & enri- 
chir le développement du canevas. Quelques 
cexemples: la chauve-souris avee le visage de 
Tune des deux protagonisies, comme dans le 
final de La Mouche noire (The Fly, 1958), par 
Kurt Neumann, l'orgue du vampire composé 
par des ossements et des cranes humains; les 
sensuelles femmes-vyampires qui traversent 
silencieusement des toiles d’araignée mille- 
naires; et, particuligrement, I'aspect dantesque 
et terrible de la cayerne oli Subotai vit avec ses 
acolytes (en face d'une porte les héros se 
demandent: «Est-ce-quiil s‘agit d'une sortie... 
ou d'une entrée?»). Tout cela dans le contexte 
d'une narration aussi mesurée qu’exagerée, od 
tout ce qui se passe peut alteindre le caractére 
d’un cauchemar. 

En définitive, El mundo de los vampiros est une 
pellicule extrémement eréative et inoubliable 
sous tous les points de vue. Certainement, elle 
n’atteint pas l’eccellence par faute de quelques 
inguérissables handicaps basilaires, spéciale- 
ment la pauyreté du budget et la mediocrité du 
cast, car Vargentin Guillermo Murray, ici 


des années 50 et du 


son 


début dans le cinéma mexicain, fait regretter un 


interpret comme le German Robles des films 
de Fernando Mendez, tandis que le héros, 
Mauricio Garces, montre de grandes limi 
récitation, comme Abel Salazar lui-méme, ici 
éirangement absent en tant qui acteur. Malgré 
tout cela, ces défauts deviennent des éléments 
fondamentaux du film, comme le sont tous les 
‘autres, sans causer de dommages i l'ensemble 
ou étre au détriment des aspects les plus posi- 
tifs qu’on a déja mis en évidence, comme il 
arrive d’habitude avec les meilleurs films du 
cinéma bis. 

‘Tourné pendant !'été de l'année 1960 (les tour: 
nages des iniérieurs furent effectuées chez. les 
Studios Churubusco-Azteca) et passé a I'éeran 
pour la premidre fois & Cité du Mexico, au ciné- 
ma Mariscala, le 2 novembre 1961, Ef mundo 
de los vampiros occupe une place incontestable 


dans l'histoire du cinéma il 


répresente une pellicule tout a fait o 


d’épouvante, ca 
inale et 


il révele parfaitement la nature intime de lage 


d'or du fantastique mexicain: c’est-t-dire la 
symbiose nalve, mais aussi riche de significa- 


tion, entre une sensibilifé superstitieuse et une 
morbidité ordinaire. (CA) 


El mundo de los vampiros (MEX 1961) 

(La vendetta del yampiro | World of the 
Vampires) 

D: Alfonso Corona Blake; P: A.B.S.A. (Abel 
Salazar); $/SC: Raul Zenteno, Jesus Velazquez, 
Alfredo Salazar; PH: Jack Draper; M: Gustavo 
Cesar Carreon; C: Mauricio Garces (Rodolfo 
Saber), Ema Martha Bauman (Leonora), Silvia 
Fournier (Marta), Guillermo Murray (Count 
Sergio Subotai), José Baviera (Baron Tasman), 
Yolanda Margain, Carlos Nieto, Maricarmen 
Vela, Alfredo Whally Barron, Alicia Moreno, 
Alvaro Matute; BW; 85 min 

Notes: Make-up by Elda Loza; setting by Javier 
Torres Tori 
Cineromanzo versions; «Malia - I fotoromanzi 
del brivido» no. 46, Roma, Editoriale Nova, 
novembre 1964; «Suspense» no. 7, Roma, New 
Edigraf, novembre 1970, 


Exaggerated make up and Latin sensuality: Leonora as a typical Mexican female vampire! 
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IL CONTE SERGIO SUBOTAI ERA UN VAMPIRO, UNO 
SPIRITO DEL PECCATO, COMANDATO DI INSTAURA- 
RE IL DOMINIO Di SATANANEL CERCHIO DELL'UMA- 
NITA* TREMEBONDA. 


TO IL COPERCHIO DELLA BARA. LE SUE PALPEBRE 
ABBASSATE AVEVANO AVUTO UN LIEVE FREMITO E 
LENTAMENTE Si ERANO APERTE. 


fe SOLO POCO TEMPO E* TRASCORSO DA QUESTI AVVE- 
= NINENTI.NESSUNO D/ NO! SARA’ VIVO FRA DUE SE - © 

COLI PER FORTUNA, PERCHE’ ALLORA LA VICENDA 
SSI RIPETERA® INESORABILE. IL MALE INFATTI NON | 


UN SUO ANTENATO, TRECENTO ANNI PRIMA, AVE- 
VA FALLITO LA MISSIONE ED ERA STATO CONDAN- 
NATO AL MONDO DELLE TENEBRE, MA LUI NO! 

LUI AVREBBE STERMINATO IL NEMICO PRIMA DEL 
COMPIERSI DEL PLENILUNIO... 


B LELABBRA SOTTILI, 1L VOLTO CRUDELE, /L CONTE Fos- 
SEDEVA UNA PERVERSITA' PIU’ FORTE DEL SUO ANTENA- 
TO. LA SUA 
WALVAGIA IN- 
TELLIGENZA 
AVREBBE RI- 
SCATTATO LA 
STIRPE ELET- 
TA DEI SUBO- 
TAl. 


The fascinating opening sequence of the movie depicting Subotai’s awakening. Gothic horror and metaphysics, sensuality and melo- 
drama, poetry and surtealism are the ingredients of E/ mundo de los vampiros and other masterpieces of Mexican horror movies 


154 BIZARRE SINEMA! 


SI SORAIO' SUL LETTO, IL BUSTO RIVOLTO AL SOF. Hovseatihaad 
FITTO CHE LA LUCE DELLA LUNA ANIMAVA D/ OM. fe Heh ane 
BRE IN MOVIMENTO ETESE LE ORECCHIE. 

e vengo a te, 


mio signore! 


NON TEMERE! -LE COMANDAVA LA VOCE 
LE TENEBRE TI PROTEGGERANNO. 


PIU’ FERMARTI! **. 
i ry} 
ets 


L'OSCURO RESPIRO DEI MORTI CHE VIVONO L'A- 
VREBBE CONDOTTA DA LUI, AL DI SOPRA DI OGNI 

LO CON GLI ESSERI UMANI CHE FINO ALLO- 
RA AVEVA AMATI. 


Aa " r ..sPER GIUNGERE ALLA 
LE OMBRE DEGLI ALBERI Sl MUOVEVANO SEGUENDO SUA PRESENZA 
IL LENTO VAGA NA. QUA SI ILLUMINA- 
VA UNA SIEPE a RAVA 
RAM! SCHELETRI Eccomi a te, mio si- 
gnore! 


On this page and the following: Leonora, summoned by the vampire hypnotic power, is bitten by Subotai. 


CULTISH SHOCKING HORRORS 155 


Tu aiuterai 1a mia ven- 

detta a consumarsi! Un 

tuo antenato che cono: 

sceva i segreti della 

alchimia e il linguag- 
0 delle stelle uccise 
mio avo 


Bp 


LA FANCIULLA CAPI" CHE IL CONTE INTENDEVA 
PARLARE Di SUO ZI0, MA GLI AFFETTI DI PRIMA 


VON SIGNIFI. 
CAVANO Plu" “~¥ 
NIENTE PER 4 

LE}. 


SCIA CHE SU 
L SUO SGU, DO ES9O INCRO! 
FERMA RISOLU. 

EDI U 

FINO IN FONDC 


156 BIZARRE SINEMA! 


Disponi 


pear te sstaneves a 

iT nostro trionfo era vicino, e invece fu la fine! O- 
ra, dope trecento anni, io potrd agire solo quando 
"ultimo discendente dell'assassinio sara annientato. 


AVVICINO" A LEONORA. GLI OCC 
TERRIBILMENTE FISSI EL 
LA BOCCA 
AVREBBE PIU' CONOSCIU. 
0 IL SORRISO... 


DI LEI NON UR 


SI SORAIO* DOCILE SUL LETTO DI MARMO MENTRE gp 
LE SPOSE ERANO STATE PRESCELTE PRIMA DI 
LEI, INTONAVANO UN CANTO SOMMESSO, 


LEONORA AVANZAVA TRA 
LE SACERDOTESSE DI A- 
STAROC, SMANIAVA DI UNIR: 
SI ALLA LORO FAMIGLIA. 


e 


5 si SUBOTAI LEVO' JN ALTO IL PUGNALE E GLI ADEP. 
POI RESTO" IN ATTESA. VAGAVA IN UN SOGNO BIAN- Ish eavirae 
E NERO, NON PENSAVA ENON VOLEVA PENSARE. “i bated ZB ANAC Sana 


its re 9 z 7 


Hai una missione da 
compiere ora, Dovrai 
distruggere I'vomo 
che mi ha attraversa- 
to il cammino.. 


Ya! ¢ che il songue di Rodolfo Sabe: 
ATANA sia il tuo primo tribute alla vita chem 
FA hai ricevuto. 


MAI INPRESSO A FUO CC 
SEMPRE NEL 
SPIRI 


The ritual celebrated by the vampire with the aid of his priestesses and monstrous acolytes thanks to which Leonora becomes Subotai’s 
mind slave. Pages from the Italian “cineromanzo” version published in Suspense no. 7, November 1970. 
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Above: Doctor Orlof’s bistouri cuts Irma’s naked breast in Gritos en la noche /L’Horrible Dr. Orlof (1961), Jess Franco's horror masterpiece. 
This nude scene is featured in the French edition only. 

Opposite: Ricardo Valle as the blind robotic servant Morpho and Howard Vernon as the awtul Dr. Orlof (top); an espressionistic still with Howard 
Vernon and Maria Silva as singer Dany (bottom). 

«Le projet Gritos en la noche serait né d'une discussion de Jess Franco avec ses producteurs Sergio Newman et Marius Lesceur, a lssue 
d'une projection du Brides of Dracula de Terence Fisher, alors que se tournaient a Nice, les extérieurs de Vampiresas 1930. [...] Néanmoins, 
le peu diintérat de Jess & fegard de l'ceuvre de Terence Fisher est bien connu et la vision de Gritos confirme, il est vrai, cette totale absence 
de filiation. II s’agit avant tout d'une ceuvre latine, tant sur le plan de l'esthétique (les décors, les rues, larchitecture du chateau, tout y respire 
Espagne) que sur le plan de l'esprit» (Alain Petit, friend and big supporter of Jess Franco's entire output) 


BIZARRE SINEMA! 


Gritos en (a noche 
The Terror of the Flesh 


<Doucement, avec une certaine précaution, Uun des 
hommes entreprit de retourner le cadavre pour le 
placer sur te dos, convenablement. I y parvint sans 
mal. Mais alors les deux mariniers ne purent s'empé- 
cher de jaire la grimace: devant eux, face au ciel, la 
noyée n'avait pas de visage. 

<Ce n'éait qu'une plaie monsirueuse, avec dewx 
grands yeux clairs qui, foement, regardaient la 


Jean Redon, Les Yeux sans visage 


artog, 1912. Il dottor Orlof, ex medico 
diun 


tituto di pena, vive in un sinistro 

castello insieme a Morpho e Arne, una 
donna condannata all'ergastolo che i] dottore 
ha fatto evadere con uno stratagemma, Orlof 
conduce malsani esperimenti nel tentativo di 
ricostruire il volto della figlia Melissa, orrenda- 
mente deturpato da un’ incendio avenuto nel 
suo laboratorio. Per restituirle 1a perduta bel- 
lezza, il chirurgo rapisce € uccide giovani pro- 
stitute e cantanti di cabaret, al fine di utilizzar- 
ne Ia pelle dopo averle dissanguate vive. A tale 
scopo si serve del sadico Morpho Lautner, un 
delinquente impiccato per crimini abominevoli, 
che il dottore ha resuscitato traformandolo in 
un crudele automa, cieco e senza tagione, com- 
pletamente ai suoi ordini, In attesa dei “miraco- 
losi” trapianti, Melissa riposa in un sarcofago 
di vetro. Liincarico di risolvere il mistero delle 
numerose sparizioni viene conferito all'Ispet- 
tore Edgar Tanner, la cui fidanzata, Wanda, 
decide di dare il suo contributo alle indagini. 
Scoperto che l"autore degli omicidi & Orlof, 
Wanda si fa passare per una donna di facili 
costumi e si fa trovare nel cabaret malfamato 
che frequenta il dottore. La ragazza, che somi- 
glia incredibilmente a Melissa, viene attirata 
dal folle Orlof nel suo castello degli orrori 


Dal punto di vista storico, Gritos en la noche / 


L'Horrible Dr. Orlof (sibatezeato in Malia 1 
diabolico dottor Satana) si pone come 
pellicola spagnola che appartiene completa- 
mente e dichiaratamente al genere fanta-horror, 
senza limitazioni di nessun tipo € con tutto 
quanto ne deriva. La definizione “pellicola spa- 
gnola” non deve essere qui intesa, ovviamente, 
a livello finanziario, poiché si trata di una 
coproduzione con la Francia (per quanto uffi- 


a prima 


ciosa, poiché in Spagna non & riconosciuta 
come tale), bensi a livello creativo, tenendo 
onto del contributo dato dal regista e sceneg- 
giatore Jesus Franco, un cineasta madrileno 
allora trentunenne che aveva gid nel carmiere 
quattro film, sebbene di altri generi (due com- 
medie, due musicali). In precedenza il fanta 
que si era palesato nel cinema iberico in manie- 
ra sporadica e privo di elementi horror, princi- 
palmente a causa del contesto politico, i due 
primi decenni della dittatura cattolico-militare 
imposta dal generale Francisco Franco nel 
1939, che considerava intollerabile tutto quan- 
to non si uniformasse al suo concetto repressi 
vo di societa. 
In seguito alle maggiori concessioni dovute al 
passare degli anni, la realizzazione di Gritos en 
la noche / L’Horrible Dr Orlof divenne fattibi- 
le, seppure giocando 1a carta della doppia ver- 
sione (pit! umorismo e meno erotismo in quella 
spagnola rispetto alla francese). Inoltre, si trat- 
ta della terza, € ultima, collaborazione tra Jesus 
Franco e il tandem ispano-francese formato dai 
produttori ebrei Sergio Newman e Marius 
Lesceur, che seguiva l'interessante dittico La 
reina del Tabarin / Mariquita, la belle du 
Tabarin (1960) e Vampiresas 1930 / Certain 
les préperent noirs (1961), 


Le riprese durarono quattro settimane e venne 
utilizzato il castello di San Martin de Valde- 
iglesias, nei pressi di Madrid, da allora location 
nieorrente del cinema spagnolo del terrore; lo 
stesso Franco vi aveva gia girato la parte pit 
nte del suo primo film, Tenemos 18 


consist 
aifos (1958), con il comico Antonio Ozores che 
impersonava ironicamente un impasto di Jack 
lo Squartatore, Dracula il vampiro, Roderick 
Usher e il Fantasma dell’ Opera; questa sorta di 
parodia, per il suo valore intrinseco, anticipa in 
chiave comica gran parte della successiva fil- 
mografia di Jesus Franco, a cominciare proprio 
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ELTA FLtwS 


MARIA VENANCIO 


Saosin * ts coasoaaconoe CRISTAL 


DIRECTOR FRANCO * PRODUCIDA POR HISPAMER 


Original Spanish poster (1961). 


da Gritos en la noche. 

Lo splendido uso delle luci va attribuito a 
Godofredo Pacheco, membro di una famiglia di 
professionisti del s 
altre due volte con Franco (in La mano de un 
hombre muerto/ Le Sadique Baron von Klaus € 


ettore che avrebbe lavorato 


Rififi en la ciudad), concretizzando meglio di 
chiunque altro direttore della fotografia la con- 
cezione del bianco e nero ricereata dal giovane 
regista, Da parte sua, il cast mise fianco a fian- 
co uno dei pitt popolari seduttori del cinema 
iberico degli anni ‘50, Conrado San Martin 
(che partecipd anche al finanziamento), qui 
nella parte del poliziotto Tanner, ¢ un singolare 
© magnetico attore svizzero residente a Parigi. 
Howard Vernon, presenza abituale delle produ- 
zioni targate Lesceur, che ricopri il ruolo del Dr 
Orlof e da allora avrebbe rappresentato il volto 
emblematico del cinema di Franco. Al film pre 
ero parte anche diverse attrici giovani 

centi (Diana Lorys, Perla Cristal, Maria Silva), 
da fi a poco presenze consuete delle coprodu- 
zioni mediterranee degli anni *60, cosi come 
Ricardo Valle, un attore affascinante impeg 
to qui in un’imprevedibile caratterizzazione 


mostruosa, quella di Morpho, il servo non 
vedente di Orlof. 

Va inoltre sottolineata l'importanza della 
colonna sonora, dovuta a due distinte fonti 
creative, riconoscibili ma ben amalgamate: le 
parti cosiddette classiche sono della coppia di 
musicisti José Pagan e Antonio Ramirez Angel 
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JOHN SULLIVAN | 
JULIE HAMILTON 
CONRAD S. MARTIN 
WEIL JACKSON 
DIANAAORYS 


PERLA 


DIABOLICO 
OTT. SATANA 


x coi WALTER ALEXANDER 


Original Italian poster (1963) for Gritos en la noche. 


mentre i brani pitt sperimentali  sorprendenti 
sono opera dello stesso Jesus Franco, A questo 
proposito Jean-Pierre Jackson ha scritto nel suo 
articolo “Franco et le Jazz” (Cine-Zine-Zone, 
no. 15, 1982): «La musica di Gritos en lanoche 
non @ jazz; ma @ palesemente improvvisata, 
essenzialmente con delle percussioni, un c 
trabbasso e un flauto, senza uno schema preci- 
80 che non sia la ricerca di un’atmosfera di 


mistero € terrore. Al contrario di una musica 
dodecafonica’ che, all’ apparenza ‘caotica’, & 
in realtd ordinata e organizzata su una serie di 
dodici suoni scelti dal compositore, la musica 


di Gritos en la noche, iper-espressionist 


aggiunge prima di tutto una dimensione indi- 
spensabile: la brutalita» 

Come si pud facilmente comprendere, il film 
impressiond fayorevolmente la critica spagnola 
€ pure quella straniera, poiché grazie ai contat- 
ti di Leseeur circold in tutto il mondo, Di con 
seguenza, Jesus Fi 
credibile rivelazione e Gritos en la noche rap- 


fanco si impose come un’in- 
presenti la prova conereta di un cinema fanta- 
terrifico spignolo, impossibile ma allo stesso 
tempo realizzabile, assimilabile a quello pro 
dotto in quegli stessi anni (ultimi “50 - primi 
60) da nazioni pit liberali, che oggi, visto in 
prospettiva storica, risulta quello ad ayer dato i 
migliori frutti nella storia del genere. 


In particolare, questo film aggiung. 
ria dei personaggi fondameniali del genere il 
gi citalo Orlof (@ noto che Franco riprese il 


Ha galle- 


nome dal personaggio interpretato da Bela 
Lugosi in Dark Eyes of London), un mix di 
scienzialo monomaniaco © di chirurgo malva- 


gio, che sarebbe apparso in parecchi 


pellicole 


successive, non sempre interpretato dall'indi- 
menticabile Vernon, € che costituisce uno dei 
tre miti apportati dal cinema spagnolo all’insie~ 
me mondiale del fantastique; 2 ovvio che gli 


altri sono il licantropo Waldemar Daninsky, 
alias 


creato e interpretato da Paul Naschy 
Jacinto Molina, e i Cavalieri Templari ori 
di Amando de Ossorio. 

Quanto al valore artistic, Gritos en la noche 
sbalordisce perché rappre: 


ta la pri 


a. pelli- 
cola del genere concepita att 


Werso un purissi- 
mo € onesto prisma di cinefilo. Tutto qui. Per 
meglio dire, non si tratta di cinema e basta, ma 
di cinema sul cinema, una variante che allora 
cominciava a prosperare in Europa, questo si, 
ma in un contesto di film d’essai e non nella 
produzione di genere. In quest’ ambito, I’ispira- 
zione di Jesus Franco fonde numerose fonti 
cinematografiche, non difficili perd da conci- 
liare nel crogiolo del terrore gotico: lo stereoti- 
po Universal del mad doctor e il mito tedeseo 
di Caligari, The Vampire Bat (1932) di Frank 
Strayer, Gli occhi neri di Londra (Dark Eyes of 
London, 1940) di Walter Summers € il suo 
remake germanico Gli occhi di Londra (Die 
1960) di Alfred 
Vohrer (entrambi tratti da un romanzo giallo 


del prolifico Edgar Wallace), The Corpse 


toren Augen von London, 


;UN MISTERIO QUE SO- 
BRECOGIO AL MUNDO 
EN EL ANO 1912! 


“CINCO MUJERES DESA- 
PARECIDAS EN CIRCUNS- 
TANCIAS EXTRANAS" 


ENTRE ESCENAS DE TERROR, MIEDO Y¥ 
SUSPENSE, USTED CONOCERA A: 


ORLOF cocror EN ciruelA 


MORPHO HomeRre moNsTRUOSO, 
CREADO POR ORLOF 


TANIVER insPector DE PoLicia 
ENCARGADO DEL Caso, 


JOVENES BELLISIMAS oserivo pe Las 


(CRIMINALES MAQUINACIONES DEL ASESINO 


CINE VICTORIA 


AUTORIZADA PARA MAYORES DE 16 ANOS 
We 


‘BTN FADO a & we Ba 


Vanishes (1942) di Wallace Fox, Il pensionante 
(The Lodger, 1944) di John Brahm e il suo 
semi-remake Jack lo squariatore (Jack the 
Ripper, 1959) di Robert Baker e Monty 
Berman, La scala a chiocciola (The Spiral 
Staircase, 1946) di Robert Siodmak, La ma- 
schera di Frankenstein (The Curse of Franken- 
stein, 1957) di Terence Fisher, Al di la dell'or- 
rore (Die Nackte und der Satan, 1959) di Victor 
Trivas 


Giorgio Ferroni 


IM mulino dette donne di pietra (1960) di 


Comungue, il referente principale & rappresen- 
tato da Les Yeux sans visage / Occhi senza volto 
(1960) di Georges Franju. B’ questa una pelli- 
cola straordinaria, addirittura Ja culla del gene- 
re fantastico della cinematografi 


a francese, 


Tratta dall’omonimo romanzo, terrificante e€ 
sintetico, di Jean Redon, Occhi senza volto fu 
adattato per lo schermo da una magnifica cop- 
pia di romanzieri, Pierre Boileau ¢ Thomas 


Narcejac (all’adattamento collaborarono lo 


stesso Redon, Franju in personae il futuro regi 
sta Claude Sautet). Film di una bellezza ipnoti- 
ca, Occhi senza volto mentre riprende alcuni 
elementi del precedente lavoro di Franju, il non 
meno splendido La fossa dei disperati (La Téte 
contre les murs, 1959), definisce un personalis: 


simo connubio tra una. stiliz: 


jone poetica 


molto francese, con echi del peculiare J 
Cocteau, ¢ la particolare concezione della pau- 
ta che cominciava a diffondersi attraverso il 


‘an 


cinema fantastico curopeo. 
Per questo, qualificare Gritos en la noche come 
una semplice mistura di preesistenti opere 
altrui sarebbe precipitoso ¢ ingiusto, e oltretut 
to sbagliato. Infatti il yalore ultimo di quest 
pera risiede sostanzialmente in una visione pe 


sonale, tanto da implicare I’autentica nascita di 


un autore cinematografico originalissim 


senza trascurare, perd, i soi quattro film pre- 
cedenti, i quali, a loro modo, erano altrettanto 


insoliti rispetto al cinema spagnolo del tempo, 
anche se in misura inferiore, Questo particolare 
punto di vista cinematografico consiste in 


— — 


we =| \ 1 aa 
iL DIABOLICO DOTT. GATANA 


JOHN SULLIVAN - JULIE HAMILTON - CONRAD S. MARTIN + NEIL JACKSON ~ DIANA LORYS 


fs, regain AEGIA: WALTER ALEZANDER t 


Backside of the original Spanish “programa de mano” and an Italian “fotobusta” 


un’insperata quanto fascinosissima fusione di 
insana lascivia, umorismo grottesco e tensione 
melodrammatica, il cui fondo denuncia un 
cert debito con il mondo filosofico-letterario 
del marchese de Sade 

Non siamo quindi di fronte ad un effimero 
manualetto Bignami, bensi al cospetto di una 
personalizzazione intelligente di stupendi 
caratteri universali 


In questo modo, Gritos en la noche, mentre tiv 


nisce archetipi differenti ma compatibili, ne 


stabilisce uno nuovo: “I’horror secondo Jesus 
Franco”, Un horror tipicamente latino che si 


Insomma, per tutte queste ragioni, sia storiche 
che artistiche, Grizos en la noche serive una 
pagina tutta sua e particolarissima nella storia 
del cinema fantastico europeo 

Infine, si deve prendere atto che questo film 


influenza il resto dell’ opera di Franco nell'am- 


bito del fantastique, sebbene la concezione del- 
Verotismo cambiasse subito parzialmente di 
sensibilita. Ovvero virasse verso quello che si 
potrebbe definire “panico masochista”, raitigu- 


rando una caratteristica e sug) 


estiva tensione, 


sospesa tra paura psicologica e godimento ona- 


nistico, nei confronti del sesso femminile. Con 


evidenzia anche sul piano estetico, con sceno- questa tensione di base, pitt 0 meno latente a 


grafie ed esterni che trasudano Spagna in ogni seconda del film e sempre yoyeuristica, il cine- 


particolare, ma di Franco mantenne un grande fascino peri 


~ 


iL DIABOLICO Dott. GATANA. 


JOHN SULLIVAN - JULIE HAMILTON - CONRAD S. MARTIN + NEIL JACKSON + DIANA LORYS 


hac nonenon REGIA; WALTER ALEXANDER m 


The diabolical trio: Morpho, Dr. Orlof and Arne (Perla Cristal). 
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JOHN SULLIVAN 


seguenti dieci anni, offrendo altre pietre milia 
ti dell’horror erotico, tra le quali vanno citate 
Miss Muerte / Dans les griffes du maniague 
(1965), Delirium (Necronomicon, 1967), Venus 
in Furs / Paroxismus (1969), De Sade 70 
(Eugenie... The Story of Her Journey Into 
Perversion / Die Jungfrau und die Peitsche. 
1969) e Las vampiras / Vampyros Lesbos 
(1970), che consacrd Soledad Miranda (accre- 
ditata come Susan Korda in certe versioni) 
quale massima incarnazione dei postulati eroti- 
ci dell’opera e della filosofia dell’ autore, ren- 
dendola, per esteso, una delle rare attrici di 
culto spagnole 

In ogni caso, Gritos en la noche rappresenta la 
pellicola pit apprezzata ¢ prestigiosa, a tutti i 
livelli e a tutti gli effetti, di un cineasta che, 
successivamente, ne avrebbe realizzate altre 
centocinquants, Questo comporta diverse con- 
clusioni e, purtroppo, nessuna positiva per il 
regista... un uomo di cinema, comunque, 
ammirevole per numerose ¢ differenti ragioni, 
che, non a caso, viene oggi considerato 
tentica leggenda vivemte. (CA) 


, 1912, Dr. Orlof, the ex-physician 
of a penal establishment, lives in a 
ister castle in the company of Morpho 

and Ame, a woman sentenced to life imprison- 

ment, who has evaded thanks to a stratagem 

devised by the wily doctor. Orlof conducts a 

series of insane experiments in the attempt to 


in- 


reconstruct the face of his daughter, Melissa, 
horribly disfigured by a fire which has taken 
place in her father’s laboratory. In order to 
restore her lost beauty, the surgeon kidnaps and 
kills several young prostitutes and cabaret 
singers, using their skin after having bled them 
to death. To that end, he utilizes the services of 
the sadistic Morpho Lautner, a criminal who 
has been hanged for a series of awful crimes, 
later “resurrected” by the surgeon and trans- 


formed into a cruel, blind and mindless 


automaton, completely under his control 
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Waiting for these “prodigious” transplants, 
Melissa rests in a glass sarcophagus, The task 
of solvin 
pearances 


the mystery of the countless disap- 

alls on Inspector Edgar Tanner, 
whose fiancée, Wanda, decides to give him a 
hand with the inquiries. After haying found out 


Orlof is the author of the murders, Wanda, dis- 
guised as a woman of loose morals, goes to the 
ill-famed cabaret usually frequented by the 
doctor, The girl, who looks incredibly like 
Melissa, is drawn by the mad Orlof into a dead- 
ly trap: his castle of horrors 


On a strictly historical point of view, The Awyiul 
Dr: Orlof (Gritos en la Noche) can be consid 
ered as the first Spanish film which belon; 


completely and openly, in the science fiction: 


horror genre, without any type of constraint and 
with all the consequences deriving from this 
fact. The definition of “Spanish film”, must not 
be intended, obviously, on a financial level 
since this is a 0-production with France (alth- 
ough an unofficial one since, in Spain, the lat- 
ter is not acknowledged as such), but rather on 


a creative level, considering the contribution of 
the director and screenwriter Jesus Franco, a 
then 31 years old Madrilenian filmmaker, who 
had already four movies to his credit, although 
of different genres (two comedies, two musi- 


s). Previously, the fantastique had made only 
a few sporadic appearances in the Iberian cine- 
ma, however utterly devoid of any horror ele- 
ment whatsoever, principally due to the politi- 
cal context, namely, the first two decades of the 
Catholic-militaristic dictatorship imposed in 
1939 by General Francisco Franco, who con- 
sidered anything which wouldn't conform to 
his repressive concept of society utterly intoler- 
able. 

Following the greater concessions granted with 
the passing of the years, the production of The 
Awful Dr, Orlof became feasible, although try- 
ing the card of the double version (more 
humour and less eroticism in the Spanish offer- 
ing as opposed to the French one). Moreover, 
with the 


this is Franco's fi 
Spanish-French duo formed by the Jewish pro- 
ducers Sergio Newman and Marius Lesceur, 
following the interesting diptych composed of 
La Reina del Tabarin / Mariquita la Belle du 
Tabarin (1960) and Vampiresas 1930 / Certains 
les Préferent Noirs (1961). 

he filming lasted four weeks, using the castle 
of San Martin de Valdeiglesias, on the outskirts 
of Madrid, which has become, since then, one 


‘al cooperatios 


of the recurring locations of Spanish horror 
movies. Franco himself had already shot there 
most of his first movie, Tenemos 18 Afios 
(1958), with the comedian Antonio Ozores who 
played an ironical character that is a combina- 
tion of Jack the Ripper, Dracula, Roderick 
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Two Italian “fotobusta” featuring Wanda (Diana Lorys), Morpho and Dr. Orlof (above and top). 


_ 
aes at 


Usher and the Phantom of the Opera; this paro- 
dy of sorts, thanks to its intrinsic value, antici- 
pates, albeit in a humourous manner, most of 
Franco’s filmography-to come, starting with 
The Awful Dr; Orlof itself. 

The wonderful use of the lights must be attrib- 
uted to Godofredo Pacheco, the member of 
family of professionals in the field, who would 
cooperate with Franco on another two occa- 
sions (La Mano de un Hombre Muerto / Le 
Sadique Baron von Klaus and Rififi en la 
Ciudad), carrying into effect the very concep- 
tion of black and white the young Franco was 
looking for, like no other director of photogra 
phy working with this controversial filmmaker 
will be able to do since. On its part, the cast put 
side-by-side one of the most popular male sex 
symbols of the Iberian cinema of the ‘50s, 
Conrado San Martin (who also contributed to 
the movie’s financing), here in the role of 
policeman Tanner, and a singularly magnetic 
Swiss actor, who was living in Paris at the time, 
Howard Vernon, a regular presence in the 
Lesceur-labelled productions, who portrayed 
Dr. Orlof and was soon to become the symbol 
of Franco's cinema itself, The film saw also the 
presence of several young, pleasant and attrac- 
live actresses (Diana Le Perla Cristal, 
Maria Silva), who would soon become a con 
stant presences in the Mediterranean co-pro- 
ductions of the *60s, as well as Ricardo Valle, a 
fascinating actor used here in an unexpectedly 
monstrous characterization, that of Morpho, 
Orlof’s blind servant. 

We'd also like to point out the importance of 
the soundtrack, produced by two different cre- 
ative sources, recognizable yet quite well com- 
bined: the so-called classical bits are the prod 
uct of the cooperation between two musicians, 
José Pagan and Antonio Ramirez. Angel, while 
the most surprising and experimental pieces 
were composed by Jesus Franco himself! On 


Dany Carrel in i mulino delle donne di pietra (top left); Suzanne Loret in Seddok, I'erede di 
Satana (left); Howard Vernon, Maria Silva and Ricardo Valle in Gritos en la noche (above). 


this subject, Jean-Pierre Jackson wrote in his 
essay “Franco et le Jazz” (Cine-Zine-Zone, no. 
15, 1982): «The music of The Avgiul Dr: Orlof 
is not Jazz; yet it is evidently improvised, 
essentially with a set of percussions, a double- 
bass and a flute, without a precise pattern of 
sorts, if not the search for a particular atmos- 
phere of mystery and terror. Unlike a 12-tone 
type of music, which, although apparently 


chaotic, is in reality arranged in an orderly way 
according to a series of 12 sounds chosen by 
the composer. the music of The Awful Dr. Orlof. 
in its hyper-expressionist_ conception, add 
above all, an indispensable dimension: that of 
brutality.» 

As you can easily imagine, the film was 


received favourably by Spanish and foreign 
critics alike, since, thanks to Leseeur’s contacts, 


Bela Lugosi and Elizabeth Russell in William Fox's The Corpse Vanishes (1942). 
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Morpho with a prize for Dr. Orlof (above); Italian “locandina” for Gritos en la noche (right). 


it managed to acquire a worldwide distribution 
Consequently, Jesus Franco was hailed as an 
incredible revelation, thus The Awful Dr. Orlof 
represented the final test for a possible science 
fiction-horror way to Spanish cinema, impossi- 
ble yet, at the same time, accomplishable, com- 
parable to that produced, at the time (late~ 
fifties, early-sixties) by more lib nations, 
one which today, judged from a strictly histori~ 
cal standpoint, seems to have given the best 
results in the history of the genre. 


RITARA De TERROR... .” 


‘To be more precise, this film adds the already- 
mentioned Orlof (it is notoriously known that 
Franco derived the name from a. character 
played by Bela Lugosi in Dark Eyes of London) 
to the roster of fundamental characters of the 
genre, a veritable mixture of monomaniacal 
scientist and evil surgeon, who would be fea- 
tured in several following movies, not always 
played by the unforgettable Vernon, producing 
one of the three myths given to the universal 
cause of fantastique by Spanish cinema; it is 


THE DEMON TOR" 
oe VOWARD RNG 
/ DIANA LORY 


Silo, iewe 
NERVIOS DE ACERO: 


ESTA ES 1A 
PELchiA Que 


PELICULAS AGRASANCHEZ. 5.4 


Original Mexican lobby card for Gritos en la noche featuring a vampiric Dr. Orlof! 
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obvious that the other two are the werewolt 
Waldemar Daninsky, created and interpreted by 
Paul Naschy, a.k.a. Jacinto Molina, and the 
original Knights Templar by Amando de 
Ossorio. 

As for its artistic yalue, The Awful Dr. Orlof 
still manages to surprise, since it represents the 


first genre film conceived from a perfectly pure 
and honest movie-buff-like point of view. And 
that’s all. Or, to make ourselves more clear, this 
is not just cinema, but it’s cinema about cine- 
ma, a yariant of sorts which was starting to 
prosper in Europe, at the time, even though in 
the context of the circuit of the so-called “film 
d'essai", which, as a matter of fact, had nothing 
to do with the so-called genre-production, In 
that context, Jesus Franco’s inspiration mixes 


up several movie sources, however easy to 
combine in the melting-pot of gothic terror: the 
Universal Studios-patented stereotype of the 
mad doctor and the German myth of Calig 
The Vampire Bat (1932), by Frank Strayer, 
Dark Eyes of London (1940), by Walter 
Summers and its German remake Die toten 
Augen von London (1960), by Alfred Vohrer 
(both adapted from a mystery novel by the pro- 
lific Edgar Wallace), The Corpse Vanishes 
(1942), by Wallace Fox, The Ledger (1944) by 
John Brahm and its quasi-remake Jack the 
Ripper (1959). by Robert Baker and Monty 
Berman, The Spiral Staircase (1946), by 
Robert Siodmak, The Curse of Frankenstein 
(1957), by Terence Fisher, Die Nackte und der 
Satan (1959), by Victor Trivas, 1 Mulino delle 
Donne di Pietra (1960), by Giorgio Ferroni 

However, the main reference is represented by 
Horror Chamber of Dr. Faustus (Les Yeux sans 
Visage, 1960), by Georges Franju, This extraor- 
dinary movie is essentially the starting point of 
inema; derived from the 
homonymous terrifying and synthetic novel by 


Le Monstre 
au Masque 


French poster for Seddok (1960). 


Jean Redon, Les Yeux sans Visage (Eyes with- 
out a face) was adapted for the screen by a 
magnificent duo of novelists, Pierre Boileau 
and Thomas Narcejac (the adaptation saw the 
cooperation of Redon himself, as well as Franju 
and the future director Claude Sautet). A movie 
of hypnotic beauty, Horror Chamber of Dr: 
Faustus, while re-proposi 
from Fi 


a few elements 


inju’s previous work, the no-less won- 
derful La Téte Contre les Murs (1959), defines 


a Very personal combination between a very 
French-styled poetic synthesis, featuring sever- 
al echoes of the peculiar Jean Cocteau, and the 
particular conception of fear that was starting 
to spread throughout Europe's fantastique. 

That’s the reason why “labelling” The Awful 
Dr. Orlof as a simple mixture of pre 


sisting 
works by other authors would be a rash, unfair 
and extremely wrong judgement. As a matter of 
fact, the ultimate value of this work lies sub- 
stantially in a personal vision, so much so that 
it implies the “veritable” birth of a very origi 
nal filmmaker, without forgetting, however, his 
four previous movies which, ea 
own peculiar way, were as unusual as the latter, 
in the context of the Spanish cinema of that era, 
even thos 


ch one in its 


ina less evident manner. This par- 


ticular cinematographic point of view is com. 
posed of an unexpected, yet very fascinating 
fusion of morbid lasciviousness, grotesque 
humour and melodramatic tension, with more 
than a passing reference to the philosophical- 


literary world of Marquis de Sade. 
We are not dealing with an ephemeral digest, 
here, but with an intelligent personalization of 
a series of magnificent universal peculiarities. 

In this manner, The Awful Dr. Orlof, while com- 
bining several different, yet compatibl 


arche 


types, establishes a brand new one: “horror 
according to Jess Franco”. A typically Latin- 
styled horror, by the way, which distinguishes 
itself also on an aesthetical level, featuring a 


series of scenographies and exteriors revealing 
their Spanish nature in every detail 
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Dany with Morpho and Dr. Orlof in two Italian “fotobusta” (above and bottom). 


In short, for all these reasons, both historical 
and artistic, The Awfiul Dr. Orlof, writes its own 
“particular book” in the history of European 
fantasy movies 

Lastly, we must acknowledge the fact that this 
movie influenced the rest of Franco's output in 
the field of fantastique, although his conception 
of eroticism wes soon to undergo a partial alter- 


ation of sensitivity, That is, it was to “steer” tc 
wards what we could only define as “masochis: 


tic panic”, in its will to portray a characteristic 
and suggestive tension, suspended between a 
purely psychological fear and an onanistic type 
of pleasure towards the female sex. With this 
basic tension, more or less latent according to 


the different movies, yet always “voyeuristic 


the cinema of Jesus Franco main 


ained a great 


charm for the following 10 years, offering other 
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milestones of erotic horror, among which The 
Diabolical Dr. Z (Miss Muerte / Dans les 
Griffes du Maniaque, 1965), Succubus (Necro- 
nomicon, 1967), Venus in Furs / Paroxismus 
(1969), Eugenie...The Story of Her Journey 
Into Perversion / Die Jungfrau und die 


Peitsche (1969) and Las Vampiras / Vampyros 
Lesbos (1970), which established Soledad 
Miranda (credited as Susan Korda in a few ver- 
sions) as the utmost incarnation of the erotic 


postulates and the phylosophy of the author 
turning her, in detail, into one of the rare cult 
actresses of Spanish cinema. In any case, The 
Awful Dr. Orlof represents, for all intents and 
purposes, the most revered and prestigious 
work of a filmmaker who would go on to pro: 
duce another 150. 

This fact implies several final considerations, 


CULTISH SHOCKING HORRORS 165 


THE (UYU 
| DEORLOF 


with HOWARD VERNON 
INRADO SANMARTIN 


ga 
THe rouge SO MUCH FUN SINCE THEY Sa 


CHAMBERS OF THE SPANISH ! 


PLUS 2ND FEATURE 


with HOWARD VERNON - CONRADO SANMARTIN: DIANA LORY: 


i‘ an insight into 


2 \ the face of terror! 


Two American press ads. 


none of which, unfortunately, bearing any posi- 
tive judgement whatsoever on this particular 
author... a man of cinema, however admirable 
for countless different reasons, who, as a mat- 
ter of fact, is now considered a veritable living 
legend. (CA) 


artog, 1912, Le Docteur Orlof, ex méde- 

cin d'une institution pénale, vit dans un 

sinistre chiiteau avec Morpho et Arne. 
une femme condamnée au bagne que le docteur 
a fait s"évader par une ruse. Orlof méne des 
expériences malsaines dans la tentative de 
reconstruire le visage de sa fille Melissa, horri- 
blement defigurée 4 cause de I'incendie de son 
laboratoire. L'obsession de rendre & Melissa sa 
beauté perdue, pousse le chirusgien A rayir et 
tuer des jeunes prostituées ainsi que des chan- 
teuses de cabaret, dans "intention d'utiliser 
leur peau aprés les avoir saignées a blanc. A cet 
effet il se sert du sadique Morpho Lautner, un 
criminel pendu pour des crimes abominables, 
que le docteur a ressuscité en Je transformant 
en un cruel automate aveugle et privé de sa rai- 
son, complétement a ses ordres. Dans |’attente 
des “miraculeux” transplants, Melissa repose 
dans un sarcophage de verre. La tiche de 
résoudre le mysttre de nombreuses disparitions 
est attribuée a I'Inspecteur Edgar Tanner, dont 
la fianeée, Wanda, décide de donner sa contri- 
bution aux investigations. Aprés avoir decou- 
vert que l'auteur des homicides est Orlof, 
Wanda se fait passer pour une femme débau. 


166 BIZARRE SINEMA! 


Publicity photo for Vohrer's Die toten Augen von London (1960). 


chée et se fait wouver dans le cabaret malfame 
que le docteur habituellement fréquente. La 
jeune femme, qui resemble incroyablement 
Melissa, est attirée par le fou Orlof dans son 
chateau des horreurs. 


Du point de vue historique, Gritos en la noche 
/ Horrible Dr: Orlof, se place comme la pre- 
miére pellicule espagnole appartenant, complé- 
tement et ouvertement, au fantastique, sans 
aucune forme de contrainte et malgré tout ce 
qui en découle. La définition “pellicuie espa 
gnole” ne doit pas étre entendue ici, evidem- 
ment, comme mise de fonds, car il s‘agit d'une 
co-production avec la France (bien qu’ officieu- 
sement, car en Espagne elle n’est pas reconnue 
nals comine création, en consi- 


comme ci 
dérant la contribution du metteur en sc8ne et 
scénariste Jesus Franco, un cinéaste originaire 
de Madrid, qui avait 31 ans a époque et qui 
avait dgja a son actif quatre films, bien que 
d'autres genres (deux comédies et deux musi- 
cals), Précédemment, le fantastique s’était 
manifesté, plus ow moins ouvertement, dans le 
inéma ibérique dune fagon sporadique et sans 
aucun élément d’épouvante, principalement & 
cause du contexte politique, surtout pendant les 
deux premitres décades de Ia dictature catholi- 
que-militaire imposée en 1939 par le général 
Francisco Franco, un homme qui considérait 
intolérable tout ce qui ne se conformat pas A sa 
conception répressive de société. 
A Ia suite des majeures concessi 
aprés plusieurs années, la réalisation de L’Ho! 


ns ObI 


nues 


rible Dr. Orlof devint possible, bien qu'en 
jouant la carte de la version “double” (plus 
d'humour et moins d’érotisme dans celle es 
gnole en comparaison a celle frangaise). En 
outre, il s'agit de la troisitme et derniére colla- 
boration entre Jesus Franco et le couple espa- 
gnol-frangais formé par les producteurs juifs 
Sergio Newman et Marius Lesoeur, re 
V'épisode final de intéressant wiptyque com- 
mencé avec La reina del Tabarin / Mariquita, 
la beile du Tabarin (1960) et Vampiresas 1930 
/ Certains les préferent noirs (1961), 

Les tournages eurent lieu pendant quatre 
semaines avec l'utilisation du chiteau de San 
Martin de Valdeiglesias, prés de Madrid, desti- 
né a devenir l'un des lieux les plus frequentés 
du cinéma espagnol de la terreur; on sait aussi 
que Franco lui-méme avait déja tourné la partie 
la plus consistante de son premier film, 
Tenemos 18 amos (1958), avec le comédien 
Antonio Ozores, qu’incarnait ironiquement un 
mélange de Jack I'Eventreur, le comte Dracula, 
Roderick Usher et le Fantéme de l’Opéra; cette 
espace de parodie, pour sa valeur intrinséque, 
anticipe d'une fagon comique, pour la plupart, 
la future filmographie de Franco, a partir de 
L'Horrible Dr. Orlof. 

Le superbe usage des lumiéres doit étre att 
& Godofredo Pacheco, membre d’une famille 
de professionnels du secteur, qui aurait travaillé 
avec Franco dans deux autres pellicules (La 
mano de un hombre muerto / Le Sadique Baron 
von Klaus et Rififi en la ciudad, distribué en 


esta 


ibue 


France sous le titre de Chasse a la Maffia), en 


The disfigured monster and the damsel in distress in the gloomy laboratory of the mad scientist: Morpho assaults Wanda (above and bottom). 


produisant d'une fagon coneréte Ia conception 
elle-méme du blanc et noir recherché par le 
jeune metteur en scéne mieux que tous ses 
autres directeurs de la photographie, Pour sa 
part, Ie cast vit la partecipation de I’un des plus 
populaires séducteurs du cinéma ibérique des 
années 50, Conrado San Martin (qui prit aussi 
partau financement), ici dans le rble du policier 
Tanner, opposée & celle d'un singulier et 
magnétique acteur suisse, a 'époque r 
Paris, Howard Vernon, une présence habituelle 


des productions “marquées” Lesceur, dans le 
rdle du Docteur Orlof; un interpréte qui aurait 
ensuite representé le visage emblématique du 
cinéma de Franco, Le film vit aussi la partici- 
pation de plusieurs actrices jeunes et char- 
mantes (Diana Lorys, Perla Cristal, Maria 
Silva), destinées A devenir bientOt des. pré- 
sences habituelles des productions méditerra- 
néennes des années 60, ainsi que Ricardo Valle, 
un acteur charmant engage ici dans I"imprévi- 


sible 


¢ d’un personnage monstrucux, Mor- 
pho, le serviteur aveugle d’Orlof 

Ol faut au 
musique de ce film, dle & deux sources cr 
trices distinguées mais bien amalgamées: les 
parties dites classiques ont €€ composées par 
les musiciens José Pagan et Antonio Ramirez 
Angel, tandis que les morceaux les plus expéri- 
mentaux et surprenants ont été écrits par Jesus 
Franco lui-méme. A ce sujet, Jean-Pierre 
Jackson écriyit dans son article “Franco et le 
Jazz" (Cine-Zine-Zone, no. 15, 1982): «a mu- 
sique de Gritos en la noche nest pas du Jazz; 


si souligner l'importance de la 


mais elle est manifestement improvisée, essen- 
tiellement avec des percussions, une contrebas- 
se et une flite, sans schéma précis autre que 
recherche d'un climat de mystére et de terreur, 
Au contraire d*une musique “dodécaphonique™ 


qui, sous les apparences du “chaos”, est une 
réalité ordonnée et organisée sur une série de 
douze sons choisis par le compositeur, la 
musique du Gritos en la noche, byper-expres- 
sioniste, primaire, ajoute une dimension indi 
pensable: la brutalité», 

Comme I’on peut facilement comprendre, le 
film impressiona favorablement la critique 
espagnole ainsi que celle étrangére, car gréce 
aux contacts de Lesoeur il fut distribué dans le 
monde entier. 

Par conséquent, Jesus Franco s’imposa comme 
une incroyable révélation et L’Horrible Dr 
Orlof représenta l’épreuve concréte dun ciné- 
ma fantastique impossible mais, en méme 
temps, réalisable, assimilable & celui produit, 
la (demiéres années 50 


toujours a celle époque-1 
~ premierés années 60), par des nations plus 
démocratiques; cette production aujourd'hui, 
vu d'une perspective étroitement historique, 
"est certainement ce qui a apporté les meil- 
leurs résultats dans histoire du genre. 

En particulier, ce film ajoute A la galerie des 
personages fondamentaux du genre le Docteur 
Orlof, qu’on a déja mentionné (on sait que 
Franco reprit le nom du personage interpreté 
par Bela Lugosi dans Dark Eyes of London), un 
mélange de savant monomaniaque et de chirur- 
gien méchant; cette veritable icone du genre 
serait apparue dans plusieurs autres pellicules 
suivantes, pas toujours interpretée par Vinou- 
bliable Vernon, cn représentant I'un des trois 
mythes apportés par le cinéma espagnol a I'en- 
semble mondial du fantastique; évidemment les 
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Two Italian “fotobusta” (above and bottom); cover of the novel Les Yeux sans visage (right) FLEUVE NOIR 

deux autres sont le lycanthrope Waldemar gothique: le stéréotype Universal du savant fou Les Yeux sans visage (1960), par Georges 
Daninsky, crée et interpreté par Paul Naschy, et le mythe allemand de Caligari, The Vampire Franju, Il s'agit d'une pellicule extraordinaire, 
alias Jacinto Molina, et les Chevaliers Tem- Bat (1932), par Frank Strayer, Dark Eyes of le véritable *berceau” du genre fantastique de 
pliers originaux d’Amando de Ossorio, London (1940), par Walter Summers et son Ja cinématographie frangaise, d'aprés I'homo- 
Quant & sa valeur artistique, L'Horrible Dr make teutonique Die torn Augen von nyme roman, terrifiant et synthétique, de Jean 
Orlof stupétie parce-qu’il répresente la premié London (1960), par Alfred Vohrer (tous les Redon, Les Yeux sans visage fat adapté a 
re pellicule du genre congue & travers un tis deux adaptés d’ apres un roman policier du pro: Pécran par un couple de romanciers, Pierre 
pur prisme de cinéphile. Et c'est out. Ou pour lifique Edgar Wallace), The Corpse Vanishes Boileau et Thomas Narcejac (a I’adaptation 
mieux dire, il ne s’agit pas de cinéma et ga suf- (1942), par Wallace Fox, The Lodger (1944), collaborérent Redon Iui-méme, Franju en per- 
fit, mais de cinéma sur le cinéma, une yariante par John Brahm et son quasi-remake Jack the sonne et le futur metteur en scene Claude 
qui, en ce temps-la, commencait bicn sir a Ripper (1959), par Robert Baker ct Monty Sautet). Un film d’une beauté hypnotique, Les 
prospérer en Europe, mais dans un contexte de Berman, The Spiral Staircase (1946), par Yeux sans visage reprend d'un c6té certains élé- 
films d'essai et non pas dans les productions de Robert Siodmak, The Curse of Frankenstein ments du précédent ouvrage de Franju, le néan- 
genre. Dans ce contexte-Ia, l'inspiration de (1957), par Terence Fisher, Die Nackte und der moins superbe La Téte contre les murs (1959), 
Jesus Franco fond de nombreuses sources ciné. Satan (1959), par Victor Trivas, Le Moulin des mais il définit une union trés personnelle entre 
matographiques, qui ne sont pas toutelois diffi- supplices (1960), par Giorgio Ferroni... une stylisation poétique, tout a fait francaise, 


ciles & concilier dans le creuset de la terreur Toutefois, I’inspirateur principal est suns doute avee des échos d'un metteur en scéne particu 
lie 


comme Jean Cocteau, et l’originale con- 


ption de la peur qui commeneait a se diffuser 
dans le cinéma fantastique européen. 
C'est pourquoi Iacte de qualifier L'Horrible 
Dr: Orlof comme un simple mélange d’ccuyres 
préexistantes serait hasardeux et excessivement 
injuste. En effet, la valeur finale de cette wuvre 
fl. réside essentiellement dans une vision person 
nelle, alors quelle implique la véritable nais- 
sance dun auteur cinématographique tout a fait 


yi 
) DIABOLICO 4 Uisssraiat late ae 


jo) films précédents, qu’étaient, chacun a sa ma- 

y ~t . nitre, aussi insolites en comparaison du cinéma 

, s espagnol de I’époque, méme d°une fagor 
Sy SATANA merle Tepe. ome oe as 

| mineure. Ce particulier point de vue cinémato- 

j ed Graphite! ert compors fear hurelaueape 


fusion, mais tout a fait captivante, de sensuali- 
té malsaine, humour grotesque et tension mélo- 


; dramatique, dont le fond dénonce une certaine 
NHN SULLIVAN dette avec le monde philosophique-littéraire du 
JULIE HAMILTON marquis de Sade, 

CONRAD S, MARTIN . Nous ne nous trouvons done pas, en face d’un 
NEIL JACKSON 
DIANA LORYS 

Gia: WALTER ALCKOER 


st éphémeére, mais, certainement, vis 2 vis 
dune personalisation intelligente d'une série 
de merveilleux caracteres universels. 

De cette fagon, L'Horrible Dr. Orlof, en méme 
temps qu'il réunit des. archétypes différents 


168 BIZARRE SINEMA! 


CHORRIBLE 
DOCTEUR ORLOF 


Gritos en la noche: French poster (above) 
and Italian “fotobusta’ (right and bottom). 


mais compatibles, il en établit un nouyeau: 
“Thorreur selon Jesus Franco". Une horreur ty 


piquement latine qui se met aussi en évidence 


sur le plan esthétique, avec des scénographies 


et des extérieurs qui transpirent “Espagn 
tout moment. En somme, pour toutes ces rai- 
sons, aussi historiques qu’ artistiques, L'Horri 
ble Dr. Orlof écrit une page particuliéte et tout 
a fait personnelle dans l'histoire du cinéma fa 
tastique européen. 

Enfin, on doit prendre acte du fa 
e de l'ocuvs 


que ce film 


influenga le re de Franco dans le 


miliew du fants 


tique, bien que la conception 
de I'érotisme changeat aussit6t_partiellement 
dintensité. 
Cest-a-cire qu'elle virdt vers ce qu’on pourrait 
définir comme une sorte de “panique maso 
chiste”, en représentant une tension caractéris- 


tique et suggestive, suspendue entre une peur 


psychologique ct une jouissance masturbatoire 


envers le sexe féminin. Avec cette tension de 


base, plus ou moins latente selon les différents, 
films et toujours yoycuriste, le cinéma de 
Franco maintint une grande fascination pendant 
les dix années suivantes, en produisant d° autres 
pierres milliaires de la terreur érotique, parmi 
lesquelles il faut citer Miss Muerte / Dans les 
griffes di maniaque (1965). Necronomicon 
(1967), Venus in Furs / Paroxismus (1969), Les 
Inassouvies (Eugenie... The Story of Her 
Journey Into Perversion / Die Jungfrau und die 
Peitsche, 1969) et Sexualité spéciale (Las 
Vampiras / Vampyros Lesbos, 1970), avec la 


consécration de Soledad Miranda (accreditée 
comme Susan Korda dans plusieurs versions) 
comme |'expression la plus haute des postulats 
Grotiques de I'ceuvre et de la philosophie de cet 
auteur, en faisant d’elle l'une des rares actrices 
de culte du cinéma espagnol. 

De toute fagon, L’Horrible Dr: Orlof représen- 
te la pellicule la plus appréciée et prestigicuse, 
en tout et pour tout, d'un cinéaste qui ensuite en 
aurait realisé 150. Cela comporte encore plu- 


sicurs conclusions et, malheurcusement, aucu- 
ne dielles n'est positive pour cet auteur... un 


IL DIABOLICO DOTT. SATANA 


JOHN SULLIVAN + JULIE HAMILTON 

CONRAD $. MARTIN + NEIL JACKSON 
DIANA LORYS 

EGA: WALTER ALOXARIER 


homme de cinéma néanmoins admirable pour 
de nombreuses et différentes raisons qui, 4 tout 
hasard, est aujourd'hui consideré comme une 
veritable légende vivante. (CA) 


Gritos en la noche / L’Horrible Dr. Orlof 
(SPA-FRA 1961) 

(il diabolico dottor Sarana | The Awful Dr 
Orlof / The Demon Doctor | Der schrecklicke 
Dr: Orlof) 

DIS/SC: Jesus Franco; P: Hispan 
(Sergio Newman, Marius Lesceur); PH: Godo- 
fredo Pacheco; M: José Pagan, Antonio Rami- 
rez Angel, Jesus Franco; C; Conrado San 
Martin (Detective Edgar Tanner), Diana Lorys 
(Wanda Bronsky / Melissa Orlof), Howard 
Vernon (Dr. Orlof), Ricardo Valle (Morpho 
Lautner), Maria Silva (Dany), Verancio Muro 


/ Burociné 


(Jeannov), Perla Cristal (Ame), Mara Lasso 
(Irma), Fernando C. Montez, Felix Dafauce 
(Inspector), Elena Maria Tejeiro, Juan A 
Riquelme, Javier Rivera, Angel Calero, 
Fernando Sala, Lali Vicent, José Carlos 
Arevalo, Sandalio Hernandez, Rafael tbafez, 
Maria de la Riva, Faustino Cornejo, Enrique 
Ferpi, Juan Garcia Tienda, Placido Sequeiros, 
Luis Rico, Amy Marquez, Antonio Ramos, 
Carmen Porcel, Rafwel Hernandez, Luis 
Dominguez-Luna, Maria Carmen Ruiz, Maria 
Luisa Paredes, Pedro José R. Marifia, Pilar 
Gomez Ferrer, Tito Gareia, Mercedes Manera, 
Manuel Vazquez, Antonio Ramos, Juan 
Antonio Arevalo; BW; 95 min. 

Notes; Filmed in Madrid at the Ballesteros 
Studios. Make-up by Adolfo Ponte; setting by 
Antonio Simont. Premiered in Paris at the 
Midi-Minuit” theatre on June 1963 
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+ JULIE HAMILTON > CONRAD S, MARTIN 
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RICARDO 


venancio” *“BERLA” 
VAUICE « VERNON © SILVA * MURO 


eCRISTAL 


Gritos en la noche /L'Horrible Dr. Orlof (1961) and its cinematic references. 
Original Spanish poster (top left); Howard Vernon with Maria Silva in Gritos en Ja noche (top right). Bela Lugosi, Wilfrid Walter and Greta Gynt 
in Walter Summers’ Dark Eyes of London, a.k.a. The Human Monster (1939), a movie adapted from an Edgar Wallace's novel (above left); Laird 
Gregar and Merle Oberon in John Brahm's The Lodger (1944), an atmospheric chiller featuring Jack the Ripper (above right). 
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LES YEUX SANS VISAGE 


Les Yeux sans visage / Occhi senza volto (1959), directed by Georges Franju. Written by Pierre Boileau, Thomas Narcejac, Jean Redon and 
Claude Sautet. Franju's poetic and masterful film is one of the best terror movies of all times. 

Original French poster (top left); Dr. Génessier (Pierre Brasseur) while chloroforming Edna (Juliette Mayniel), one of his victims (top right). 
Christiane Génessier (Edith Scob), the faceless girl wearing a disturbing mask, and Louise (Alida Valli), the doctor’s faithful assistant (above 
left); Dr. Génessier removing the skin from Edna's face to rebuild the one of his beloved daughter (above right). 

Amacabre and oneiric movie seemingly inspired by certain peculiar elements of the theatre of Grand Guignol, Les Yeux sans visage tells the 
story of Dr. Génessier, a renowned neuro-surgeon, and his daughter Christiane, horribly disfigured during a car accident, with her father at the 
wheel. The doctor performs several skin transplants in his daughter's face aided by Louise, whose task is that of providing him with the fresh 
skin courtesy of a bunch of young girl students looking for lodging, lured into his Parisian country villa. 

«Le cinéma de Franju, c'est le cinéma de l'extrame pureté, de la naiveté, de ’eternelle innocence, de l'éblouissement de chaque instant. Les 
Yeux sans visage et Judex ne sont pas des pastiches, des hommages au film noir ou a Feuillade, mais una recréation absolue de ces genres. 
[..] Il y a décidément dans le cinéma francais peu de sequences pour exhaler autant de grandeur et de beauté que le finale des Yeux sans 
visage (le docteur Génessier dévoré par ses chiens, comme le Callistratus de Blood of the Vampire).» (Jean-Marie Sabatier, Les Classiques 
du cinéma fantastique, 1973) 
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